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ABSTRACT
This practice-led doctoral research project analyses the creative and critical processes of 
a selection of women visual artists who employ the moving image to respond to 
stereotyped representations of Other. The term Other in this study refers to people who 
have been historically subjected to racism and whose cultures have been oppressed by 
colonialism. In addition, the project examines the way in which these artists re-imagine 
history as they respond to the legacy of colonisation. 
A decolonising methodology is applied to the research project. The Contextual Review 
evaluates relevant literature and theory, and discusses a selection of visual art works that 
respond to legacy. The research project analyses Tracey Rose’s Ongetiteld [Untitled] 
(1997) and Campbell X’s Legacy (2006) in the context of legacy and decolonisation 
expressed in the moving image. This analysis is followed by an examination of 
interviews with three artists to determine the ways in which their principles and 
motivations influence their artistic practices in the context of re-imagining histories as 
they respond to legacy. The interview analysis and Contextual Review identify a set of 
issues and practices that inform the creative practice.
The creative practice analyses the critical and artistic processes undertaken to produce 
an original set of six moving image artworks entitled Sankɔfa Dreaming that respond to 
legacy and undertake a decolonising process. Sankɔfa Dreaming was exhibited at The 
Block, Creative Industries Precinct QUT in July 2014. This creative practice is weighted 
at 66% of the project. The creative practice component develops an original artist 
method, Re-imagining Legacy, which directs the artistic practice. The Re-imagining 
Legacy method produces multivalent artworks that express a dynamic set of integrated 
critical standpoints on legacy and re-imaginings of history.
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CHAPTER ONE
INTRODUCTION TO RESEARCH PROJECT
I identify as an African diaspora living in Australia. I travel internationally to reconnect with my 
family and culture. My migrant background and diaspora experience has forged my interest in the 
complexities of living in a world of transnational cultures. My Ghanaian mother encouraged a 
strong interest in my Ghanaian Fanté heritage, worldview, and creative expression. The Fante’ 
people are part of the Akan nation. According to African cultural scholar, W.E. Abraham, the Akan 
is:
a sacred state in the sense that it was conceived as falling inside a world inhabited by human 
beings as well as spirits and gods, to whom human beings owed specific duties discharged 
through appropriate rites, and with whom human beings were in constant communion on the 
grounds of [spiritual] kinship (Abraham, 1962, 51). 
This belief system has influenced how I perceive the world and the way in which I engage in my 
creative practice. For example, I practice Sankɔfa, which is the Akan principle of revisiting the 
Akan cultural and spiritual teachings and applying these insights to my present circumstances. This 
principle provides me with a way of understanding and managing the process of legacy, the creative 
re-working of the past. 
My arts practice includes experimental filmmaking, performance, painting, soundscapes 
photography, new media and poetry. I chose to work with the moving image in this project because 
the experimental film format enables me to incorporate text, animation, gesture, testimony, sound, 
film, and found and reconstructed footage into one medium. Robert Stam describes the moving 
image as an “art form” that emerges from the medium, which is digital or analogue film (Stam, 
2000a, 12). The moving image as a medium can include elements of film footage, photography, text  
and animation. These images can be projected on surfaces and objects and is accompanied by 
installations and soundscapes.
My creative practice has always responded to social injustice, as I have been acutely aware of 
how marginalisation and racial and cultural discrimination have affected my friends and family. My 
creative practice has always been primarily discursive and political to evoke conversations on 
identity, racism, class and the consequences of colonisation.
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 Another focus of my practice is to devise new ways of discussing and producing an artistic 
practice that investigates legacy in relation to the notion of the periphery and the centre of creative 
practice and knowledge. This motivation relates to my interest in what Aruna D’Souza describes as 
“the wake of the global turn” in the art world [discussed below] (D’Souza, 2014, vii). This concern 
has evolved from my collaborative work and discussions with my social and professional network 
of Indigenous and African artists. Consequently, my worldview, creative practice and keen interest 
in the complexity of the global art world motivated me to embark on this research. 
As a researcher, I am interested in contemporary global art. Lotte Philipsen states that 
thematic global art “addresses global issues or globalization through its motif or subject 
matter” (Philipsen, 2010, 123). In addition, Philipsen states that global art can be discursively 
framed by how “the artist’s background or critical receptions of the work are addressed” (Philipsen, 
2010, 123). The art investigated in this research project is both thematically and formally global. I 
believe art that responds to the legacies of colonisation can be regarded as global art. D’Souza 
asserts that scholars need to develop new theoretical approaches to analyse the complexities of 
global art practice (D’Souza, 2014, vii). My desire was to contribute to the conversations on 
contemporary global art, and my personal and professional artistic experiences further motivated 
me to carry out this research project.
This exegesis examines how women visual artists contest the dominant historic visual 
representations of Other and the associated ideological tropes in film as they respond to the legacy 
of colonialism. The exegesis also investigates how women visual artists who work with the moving 
image manage the tensions that influence their legacy narratives and alternative aesthetics in 
creative practice [defined below]. In addition, the exegesis analyses the creative process undertaken 
in my exhibition, Sankɔfa Dreaming that interrogates and artistically expresses legacy by applying 
Re-imagining Legacy method [defined in the Decolonising Methodology & Relevant Theory 
chapter]. 
My research is framed by the theories of postcolonial feminist film, alternative aesthetics, and 
diaspora aesthetics. These theories are appropriate for the arts practice in this study as they 
acknowledge the influences of colonisation and the artists’ diverse cultural practices and 
worldviews on creative practice. These theories are employed to analyse the interviews and the 
selected artworks, as well as giving a comparative and influential set of ideologies from my own 
creative practice.
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Definition of Terms
I use the term Other to describe people who have been historically subjected to racism and whose 
cultures have been historically oppressed by colonialism. My understanding of Other is influenced 
by Emmanuel Levinas’s philosophy of Other and Otherness (1992), Franz Fanon’s theories of the 
colonised and the coloniser (1952, 64) and Edward Said’s notion of the imaginings of Orientalism 
(1978, 31). Another term that needs defining in this project is legacy. In this research project, legacy 
is a set of social, economic and political conditions and personal memories that originate from 
colonisation. Therefore, legacy, in this research, informs the creative practitioner’s personal, social 
and political perspectives and circumstances that influence their artistic expressions and discourse 
in their work.  
My artistic practice and the exponents in this study respond to the legacy of exile of 
communities. Exile in this study includes expulsion from territory, body, culture, ideologies and 
worldviews. Anjali Gera Roy attributes the demise of territory to the changes in global socio-
economic power structures that disseminate a central cultural hegemony through popular culture 
(2003, 152). Roy also asserts that the cultural hegemony absorbs and dilutes imitations and 
variations of itself while centralising its own languages and cultural expressions (Roy, 2003, 152). 
However, identifying hegemony is more difficult, as the national economic borders and the 
traditional binaries of East and West, non-Western and Western have been eroded by an 
interconnected social and cultural landscape.
Regardless of the geo-political complexities, the creative practitioners in this research reclaim 
and redefine their territories of culture, body, place and memory by producing works that 
interrogate legacy through their narratives and what Ella Shohat and Robert Stam describe as 
alternative aesthetics, which are a set of styles derived from “progressive realist to Brechtian [sic] to 
avant-gardist, tropicalist, and resistant postmodern” (Shohat & Stam, 2008, 249). This diverse 
creative approach demonstrates that there is no singular aesthetic or artistic style that contributes to 
alternative aesthetics. In addition, the alternative aesthetic incorporates or is inspired by elements of 
the maker’s cultural heritage, such as music, dance, language and art. The women visual artists in 
this research project integrate these cultural elements through the mis-en-scéne, the body, and 
contemporary re-enactments of ritual that affirm their worldview. Therefore, alternative aesthetics 
has the potential to create Robert Douglas’s referential spaces for representations of spiritual 
ancestral realms (Douglas, 2014, 1), which reinvests films with personal and cultural significance. 
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Statement of the Problem
In the past, artists who have been identified as Other have had their practice and culture subjected to 
a colonial gaze that fetishised it and objectified its makers. The creative practice of Other was also 
defined as primitive and marginalised by European art historians. Furthermore, the Other artist was 
excluded from participating in discussions on their creative practice as art historians became the 
agency for interpreting Other’s culture. At the same time, in the context of the moving image, 
representations of Other bodies and culture have been subjected to stereotyping by racism and 
sexism, and the ensuing ideological visual tropes of the exotic, the primitive and the erotic 
portrayed on screen. 
In the 1980s and 1990s, postcolonialism, feminism and queer theories emerged as theoretical 
lenses through which Otherness and Eurocentric representations could be contested. Progress was 
made in dismantling the stereotyped, racist and sexist overtones that plagued the representations of 
Other. I argue that the task is not complete, as artists in this research project continue to experience 
and respond to these legacies through their creative practice. 
While academics such as Aruna D’Souza and Jill Casid (2014, xv) assert that Eurocentrism is 
no longer the powerful agency that it once was in the twentieth century, finding another theory that 
accommodates the diversity and interconnecting cultural practices is a daunting task within the 
global art world. Indeed, I argue the notion of devising a single disciplinary approach for the range 
of artistic and cultural practices from around the world is problematic as it could ultimately 
replicate the centralising issues of Eurocentrism that marginalised the creative practice of Other. 
Therefore, contemporary art publications remain focused on analysing the styles, forms and 
temporality [time-based movement] of contemporary creative practice, rather than attending to the 
convoluted task of accommodating the immense cultural complexity of the global art space. I argue 
that the approach of investigating art form, style and space and the treatment of time is no longer 
sufficient, as it assumes the global art world is a unified space. 
Globalisation in an arts context has not created a generic economic or political situation for 
practitioners around the world. A more realistic interpretation of the global art world is a collection 
of cultures that affirm their specificities through their artistic practice. At the same time, the artist’s 
practice infiltrates national borders through the internet, international cultural networks and 
opportunities afforded to artists in festivals and exhibitions. As a result, artists willingly migrate 
their cultural visual practice around the world. This freedom to express and export contemporary 
culture through art is a departure from the historic enforced exile of cultures through enslavement, 
displacement and oppression convened by colonialism. Therefore, the contemporary creative 
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practice of Other is eclectic and hybridised, yet retains its distinct cultural links to the maker’s 
heritage. 
These new contemporary works of Other challenge the orthodox classifications of the art. For 
example, Olu Oguibe states that arts critics from Artnews described contemporary diaspora art from 
the African continent as the Newest Avant-garde, while Art in America’s Thomas McEvilley 
rejected the notion of avant-garde in Africa (Oguibe, 2001, 68). These comments suggest to me that 
scholars are debating the ways in which contemporary global art is studied. In addition, the lexicon 
of American and European art is problematic as it has been studied through Western philosophies 
that occlude Other worldviews. 
Rather than wrestling with classifications that refer to, and affirm, one central epistemology, 
there is a need to acknowledge a range of trajectories of art practices and knowledge. As a result, 
theorists such as Ella Shohat, Kobena Mercer and Aruna D’Souza, whose publications are discussed 
in the Literature Review in this exegesis, are redefining art practices and developing more 
appropriate theories to accommodate the diversity of the global art world. In addition, there are 
efforts in the arts community to revitalise discussions on how to approach art that takes into account 
the cultural intersections and interconnections within national borders, exemplified by Ella Shohat’s 
Talking Visions: Multicultural Feminism in a Transnational Age (1998). 
Therefore, the challenge for the global art world is to create a system that places Other 
worldviews on equal footing when interrogating cultural visual representations and narratives in the 
context of creative practice. Such a system could include the ways in which artists respond to 
legacy as artists interrogate the histories that marginalised Other. The global art community is 
learning ways of speaking to each other to express their specific cultural perspectives. According to 
Aruna D’Souza, the new trajectory of global art history and research is devising strategies to extend 
the notion of art production motivated by what she describes as radical inclusiveness (D’Souza, 
2011). 
These aims were investigated at the international conference, In the Wake of the Global Turn: 
Propositions for an Exploded Art History without Borders held at the Sterling & Francine Clark Art 
Institute in Williamstown, Massachusetts, in November 2011, and documented in the collection of 
essays by the Yale University Press publication in 2014. The key international contributors to the 
conference publications were Esra Akcan, Jill H. Casid, Talinn Grigor, Ranjana Khanna, Kobena 
Mercer, Nicholas Mirzoeff, Parul Dave Mukherji, Steven Nelson, Todd Porterfield, Raqs Media 
Collective, Kishwar Rizvi, David Roxburgh and Alessandra Russo (D’Souza, 2014). Aruna 
D’Souza, co-convener of the conference, in her opening address, described visual arts as ‘cultural 
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visual studies’ to accommodate a broader notion of art practice in context of its cultural outputs 
(D’Souza, 2011). In particular, the conference was responding to a sense of urgency, as the art 
world and visual cultural studies is at a critical point of needing to reflect and revise its approach to 
interrogating creative practice in the global art world. 
This sense of urgency is derived from identifying the issues that are occurring in the field. For 
example, galleries and festivals are responding to the global art phenomena by creating specialised 
art events that feature Other’s creative practice. Aruna D’Souza warns that the “block buster 
exhibitions” that present “non-Western objects” obscure or marginalise the artistic heritage of 
previously colonialised countries (D’Souza, 2011). The notion of the exotic art and the mystic 
orator who is the artist continues to be proffered by default in such events. In addition, Okwui 
Enwezer asserts that African artists’ contemporary practice remains marginalised by the 
contemporary art institutions and the epistemology (Enwezor, 2001, 72). This problem occurs 
whether the artists are based on the African continent or working abroad as diaspora.
Martin Nakata refers to this space of friction as the “cultural interface” which is the meeting 
point of two expressions of cultural specificities (2008, 198). In this case, it is the Other artist’s 
creative work and the audience or critic’s interpretation of the work that sets up the cultural 
interface. I argue, investigating the way in which the artist manages these cultural frictions is as 
important as focusing on the elements of form, surface, and temporality in the artwork. As theorists 
grapple with new approaches to investigating global art, artists continue to discuss their concerns 
through their practice. As artists respond to legacy, they evoke a conversation on the intersections of 
culture and the issues that correspond with this engagement. D’Souza states:
There is a whole world of art historical and curatorial and art critical thinking happening that 
does not include us and does not depend on us, and that is exploding the notion of art history 
already. The Euro-American academy does not know, that is, or perhaps cannot admit, that we 
are playing catch up (D’Souza, 2013, 184).
Art practices are being carried out that contribute to, and extend current art theories. These 
processes, such as decolonisation, need to be documented so that they can be integrated into the 
broader discussions on finding appropriate ways to engage with the global art world. I argue that 
researching legacy in art practice is one way of contributing to this discussion. For example, 
investigating how an object or artifact becomes a political and subversive device as it is repurposed 
by the artist provides clues as to how artists assert their standpoints concerning legacy and 
colonisation. 
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Research Question
The research question for this doctoral project is: How do women visual artists employ the moving 
image to contest historic visual representations of Other and their associated ideological tropes in 
film as they respond to the legacy of colonialism? A secondary question that follows on from the 
key question is: How do women visual artists’ principles, motivations and the tensions that arise 
through this history influence the legacy narratives and alternative aesthetics in their practice?
Limitations of the Research
The research project investigates how selected artists creatively respond to legacies of colonialism. 
In addition, the research examines the artists’ motivations, issues, principles and artistic practices 
that influence their creative responses. My cultural heritage, creative practice experience and 
network of artists led me to focus on women artists who identify as either Indigenous Australians, 
African or African diaspora women. The research does not take into account audience studies or 
spectator theories because the key focus of the research is limited to investigating the perceptions, 
tensions and creative and critical responses of the creative practitioners. 
Contribution to Knowledge
The Contextual Review confirms that there is a need to develop new critical approaches in studying 
creative practice that incorporates and acknowledges diverse worldviews and cultural expressions. 
In addition, Okwui Enwezor asserts that contemporary global artworks and their makers are being 
marginalised by art theorists and institutions (Enwezor, 2001, 72). At the same time, scholars are 
assessing the hegemony of a centralised system of art epistemology that hinders the progression of 
theories in the global art world. For example, Aruna D’Souza states:
Moreover, by insisting on the inescapability of the Eurocentrism of art history, such a 
position has turned back on itself. In other words, insisting that art history is inescapably 
Eurocentric becomes a policing structure, a maintenance strategy that reproduces its 
perimeter [sic] by insisting that one cannot participate in it meaningfully without simply 
contributing to its ideological boundaries. This turn [sic], then, becomes an argument for 
shoring up disciplinary boundaries that are under threat of collapse by the unrestricted 
importation of ideas from other visual traditions, disciplines, and geographies (2014, 
D’Souza, xv).
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My research contributes to this debate by investigating the creative practice of exemplars, artists of 
influence, interview participants and my own creative practice. This research presents diverse 
cultural ideologies, artistic expressions, and worldviews that contest the historic representations of 
Other as a response to legacy. The art does not purely resist or challenge the legacy of colonisation. 
However, in this research project, art is understood as a process of re-imagining history that forges 
links between critical standpoints on legacy and artistic practice. This research project contributes 
to knowledge by applying a decolonising methodology to arts practice to formulate a new lens with 
which to view and experience art.
Outline of Exegesis
The exegesis consists of seven chapters: 
Chapter One is the Introduction. Chapter Two discusses the decolonising methodology, 
research design, methods of research and the relevant theory applied in this research project. 
Chapter Three, the Contextual Review, consists of two sections: a review of relevant literature and a 
survey of visual artists who I believe are responding to legacy. Chapter Four analyses the 
decolonising process, aesthetics and narratives, and the ways in which the stereotypes of Other are 
resisted in Tracey Rose’s Ongetiteld (1996); and Campbell X’s Legacy (2006). Both films are 
examples of women visual artists employing the moving image to respond to legacy.
Chapter Five analyses three interviews with established artists, and investigates the way in 
which their principles and motivations influence their creative practice in the context of legacy. 
Chapter Six analyses the critical and artistic processes undertaken to produce an original set of six 
moving image artworks entitled Sankɔfa Dreaming that respond to legacy. Sankɔfa Dreaming was 
exhibited at The Block, Creative Industries Precinct, QUT, in July 2014. In addition, the Creative 
Practice chapter examines the application of the Re-imagining Legacy method, employed to 
develop the artistic practice and to undertake a decolonising process. Chapter Seven discusses the 
findings of the research project.
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CHAPTER TWO
DECOLONISING METHODOLOGY & RELEVANT THEORY
Introduction
This chapter discusses the methods and methodology adopted for this study, outlines the stages of 
the research project and the interview data collection methods. As a practice-led project the general 
approach is that of creative practice as research. The creative practice methods of my six moving 
image artworks, discussed in detail in the Creative Practice chapter, falls within the domain of 
visual arts experimental work.  Other methods include textual analysis and interviews based on 
Skype peer-to-peer conversations with three artists located outside of Brisbane and overseas. This 
chapter includes a discussion of the relevant theory applied to the research project. 
The communities of the visual artists interviewed for this research project have previously 
been marginalised in the context of colonisation. The interview and creative practice components of 
this research project attempts to identify and interrogate the artists’ perceptions, tensions and 
motivations to determine how these factors shape their responses to legacy.
 As discussed in Chapter One, experiences in my professional and personal life have made me 
sensitive to the issues of marginalisation, racism and discrimination. As a result, I use my creative 
practice as a way to evoke conversations on these issues in contemporary society by contextualising 
them with legacy. This motivation has led me to understand that I am operating through a 
decolonising space in my arts practice. As I continue to develop my practice, I have become aware 
that those artists whose works focus on histories are carrying out a similar decolonising process. In 
addition, this decolonising process in arts practice attempts to evoke conversations among 
audiences on the consequences of colonisation.
Decolonising Methodology
As previously stated, I apply a decolonising methodology to my own projects as a professional 
artist. From my experience, a decolonising methodology validates the worldview of the artist which 
is relevant to my research project.  In turn, the artist’s worldview informs and influences their 
creative practice. In her writing, Linda Tuhiwai Smith (1999) speaks of decolonising methodology 
as a project of resistance to colonial representations, self-determination and giving voice to the 
colonised Other. As such, decolonising methodologies draw on Indigenous epistemologies, 
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worldviews, and ontologies that have existed through millennia and through the experiences of 
colonisation. According to Norman K. Denzin & Yvonna S. Lincoln & Linda Tuhiwai Smith:
 decolonizing epistemology asks how do we, in a decolonizing framework, know the world? 
What is the relationship between inquirer and the known? Every epistemology implies an 
ethical, moral stance between the world and the self of the researcher. Decolonizing ontology 
raises basic questions about the nature of reality and the nature of the human being in the 
world. Decolonizing methodology focuses on the best means of acquiring and interpreting 
knowledge about the world (Denzin, Lincoln, and Smith, 2008, 4). 
In this research project the decolonising methodology accommodates the diverse ways of knowing 
the world expressed by the interview participants, the artist exemplars, and by myself. This is 
achieved by acknowledging the artists’ standpoints and their belief systems as valid expressions 
informed by their culture and worldview. Polly Walker (2013) speaks of decolonising research by 
drawing on spiritual interconnectedness with a focus on process and relationships. For my research 
project I concur with theorists Bagele Chilisa and Gaelebale N. Tsheko when they claim that: 
Knowing is something that is socially constructed by people who have relationships and 
connections with each other, the living and the nonliving, and the environment. Knowers are 
seen as beings with connections with other beings, the spirits of the Ancestors, and the world 
around them that informs what they know and how they can know it. African perspectives 
view relational epistemology as knowledge that has a connection with the knowers. The 
challenge is on how to bring this cultural knowledge into the research process (Chilisa and 
Tsheko, 2014, 223).
I argue that it is important to acknowledge the influences of the artist’s worldview and cultural 
knowledges in the context of producing artworks that respond to legacy. Diverse ways of 
experiencing the world and Ancestral realms can influence the creative practice in this research. 
Chilisa asserts that knowledge is “relational” within cultural “indigenous” systems and that 
decolonising methodologies must be “ethical” and “respectful” when investigating these systems 
and are “socially constructed multiple realities [that] shape the set of multiple connections that 
human beings have with the environment, the cosmos, the living, and the nonliving” (Chilisa, 2012, 
40). Artists in this research project are referencing these connections in their arts practice as part of 
their response to to legacy. Applying a decolonising methodology validates these interconnections 
as part of the research enquiry. Furthermore, the decolonising methodology critiques dominant 
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Western theories because the research reflects the complexities of knowledge of the colonised Other 
based on hegemonic relationships. 
Stages of the Research Project
The Contextual Review, Chapter 3, has two components. The first component is an evaluation of 
relevant literature to determine the gap in knowledge. The second component discusses the 
practices of a select group of artists who employ a range of techniques and materials to respond to 
the legacy of colonialism. This section demonstrates the diversity of aesthetic choices, narratives 
and creative methods that artists use to express their critical standpoints on legacy. This Contextual 
Review is followed by Chapter Four, which analyses two exemplars whose films respond to the 
legacy of colonisation: Tracey Rose’s Ongetiteld (1996); and Campbell X’s Legacy (2006). This 
chapter focuses on how these women re-imagine histories as they resist historic visual stereotypes 
and respond to the legacy of colonialism.
Following the preliminary chapters, the research project employs two methods of research 
enquiry to generate findings that can be analysed for the study. The first method involves 
conducting individual interviews with three women visual artists who employ the moving image to 
respond to legacy, and then analysing the transcripts [discussed below]. The second method is the 
creative practice output Sankɔfa Dreaming (2014), which involved the production and exhibition of 
a set of visual artworks [moving images] screened at The Block, Creative Industries Precinct, QUT, 
in July 2014. I apply the Re-imagining Legacy method to the creative practice to identify the artistic 
and cultural complexities and decolonising processes of responding to legacy in arts practice. These 
are documented in the Creative Practice [discussed below]. The findings of the research are 
synthesised in the Conclusion.
Research Participants
The artists in this study are established in their creative profession. They use their privilege as 
successful practitioners to create works that challenge the colonial imaginings of history as they 
investigate and respond to the legacies of colonisation. The artists analyse and present issues 
concerning race, class, gender and identity related to legacies of colonialism, postcolonialism and 
transnationalism. A key practice of the artists in this study include what Salah Hassan describes as 
“willfully” placing and representing themselves in their work as a response to the absence, or 
objectification, of the body of Other that was executed through colonial ethnographic and artistic 
representations (Hassan, 2001, 26). Therefore, self-portraiture is an especially important strategy for 
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artists who resist the male and ethnographic gaze. These women artists incorporate cultural 
elements such as rituals, language and worldviews to reaffirm the significance of their cultural 
heritage. At the same time, the artists are compelled to attest their worldview and cultural heritage 
by incorporating elements and symbols from their respective cultures into their practice. The 
artists’ cultural representations are expressed in contemporary ways as they engage with digital 
technologies, such as digital photography, film, digital projections and installations. 
As artists respond to colonialism, they assert their standpoints on legacy. Martin Nakata states 
that Indigenous standpoints are formed from “experience, memory, consciousness, passed-on 
knowledges, stories, dance, and contemporary cultural practices” that originate from a history that 
is articulated “in ways that others may not have fully understood via external observation and 
analysis of it” (Nakata, 2008, 203). In this research project, art is the tool for articulating the 
personal worldview standpoint. As a result, less attention is given to the literature on artistic 
methods and techniques in this research. In doing so, the study centralises the artwork to 
contextualise of the decolonising process.
Mayrah Driese’s notion of the cultural aesthetic interface builds onto Nakata’s (2005) theory 
by “extending the conceptual space to a physical space, where arts objects (including architecture, 
fine art and craft) become a central focus for analysing space” (Driese, 2010, 2). Driese asserts that 
the cultural aesthetic interface “focuses our attention on the role of the designers of space, the 
actors, objects and artworks within these spaces and their role in patterning the cultural interface 
through physicality’s [sic] of spaces and creative works” (Driese, 2010, 39). In the context of my 
research, the cultural interface is activated when a person engages with renditions of legacy 
expressed in the artworks. 
Whereas Driese claims Nakata’s cultural interface is a “contestable space” (Driese, 2010, 38), 
I interpret the cultural interface as a dynamic and converging space. The cultural interface 
experience changes with each encounter. Therefore, the cultural interface facilitates intellectual and 
emotional flux. These dynamics are experienced as resistance, integration, and re-interpretation of 
the concepts present in the space. As a result, the interpretation of the artifact in the space is always 
shifting. The site of the cultural interface, which in this research is Sankofa Dreaming, becomes a 
dynamic space that accommodates these shifting experiences by providing repetitions of enquiry 
into legacy through my set of films.
It is important to note that the representations artists are resisting are deeply connected with 
issues of stereotyping, racism, and oppression. The forms and surfaces that are used to construct 
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representations must be contextualised with the history of colonisation and legacy. For example, 
South African artist Berni Searle [b. 1964] uses Asian spices such as tumeric to create texture and 
colour in her photographic work and installations. These spices reference the legacies of colonial 
trading in her region. Searle’s work is examined in the following Contextual Review Chapter. 
Research Methods
As previously stated, I apply a decolonising methodology that integrates a reflexive focus on social 
justice and equality. The research is primarily framed by postcolonial feminist film and ensuing 
contemporary theories on diaspora and alternative aesthetics [discussed below]. A decolonising 
methodology employs qualitative research methods that Chilisa and Tsheko describe as an 
“indigenization process” (Chilisa and Tsheko, 2014, 224). According to Chilisa and Tsheko, the 
researchers: 
invoke indigenous knowledge to inform ways in which concepts and new theoretical 
frameworks for research studies are defined, new tools of collecting data developed, and the 
literature base broadened, so that we do not only depend on written texts but also on the 
largely unwritten texts of the formerly colonized and historically disadvantaged people 
(Chilisa and Tsheko, 2014, 224). 
In this research, I carried out my cultural protocols such as listening without interrogating the 
testimonies of elder Akosua Agiman. I incorporated Akan [Ghanaian] Adinkra language symbols 
and libation rituals in my creative practice. In addition, the interview process allows participants to 
self-identify and to offer knowledge while they determine what is said and unsaid [discussed in the 
Interview Chapter]. I also apply what I term willful absence, which is a method of resisting an 
ethnographic gaze on elders who feature in my work, and construct a through-gaze in presentations 
of the moving image. These methods are discussed in my Creative Practice Chapter.
Research Methods: Semi-structured Interview
Three individual interviews were conducted with three established national and international 
women artists. The participants were selected because of their different perspectives on legacy. 
These participants elected to be anonymous. The interviews foreground the voice of the artists as 
they discuss the principles, motivations, tensions and influences that affect their creative practice 
when responding to the legacies of colonisation. 
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The participants were asked the same set of questions to ensure continuity in the  research 
enquiry [see Appendix 2]. The interviews were semi-structured to enable the participants from 
digress issues to experiences that are relevant to their creative practice that the researcher has not 
identified. The interviews were recorded as mp3 files through Skype internet technology. These 
technologies ensured that the interview responses were captured and subsequently transcribed and 
analysed. 
The transcripts were qualitatively analysed using applied inductive logic framed by the 
theories discussed below. According to Immy Holloway, “qualitative research is a form of social 
inquiry on the way people interpret and make sense of their experiences in the world in which they 
live” (Holloway, 1997, 2). The analysis of the interview transcripts were framed by applying the 
following theories: Ngugu Wa Thiong’o’s decolonising the mind through film (2001, 93); Ella 
Shohat’s postcolonial feminist film theory (2003, 57-58); Ella Shohat and Robert Stam’s alternative 
aesthetics (2008, 249); and Olivier Barlet’s esoteric and sociological gaze (2000, 143). These 
theories contextualise the influences of colonisation and diverse worldviews in arts practice. In 
addition, these theories were conceptual tools for data analysis. 
The participants’ diverse cultural backgrounds and professional experiences provide an 
interesting contrast of circumstance, perception and critical standpoints and creative strategies. 
Johanna Burton and Lisa Pasquariello assert that interviews with artists bring the artist’s voice to 
the forefront of the artwork so the researcher can take note of what is said and what is not said, 
which is equally significant (Burton & Pasquariello 2005, 49). Artists who limit their discussions to 
specific subjects can be influenced by their cultural protocols, tensions or personal decision. I 
respected the participants’ decision to not respond to a question, allowed them to offer and share 
their experiences, and I contextualised these experiences with their worldview and colonial history. 
I acknowledge that the interview process is influenced by what Martin Nataka describes as the 
“cultural interface” and “points of intersecting trajectories”, where the researcher and the 
participant’s understanding of the experience is influenced by their personal ontologies and cultural 
knowledge (Nakata, 2008, 199). These points of difference make interpreting the interviews 
complex. As a result, much relevant material from the transcripts is replicated in the Interview 
Chapter so that the participant’s voice is foregrounded.
Interview via Skype 
The three participants selected for the interviews in this research live in either regional Australia or 
overseas. Conducting interviews online through Skype ™ peer to peer internet technology resolves 
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the issue of setting up face to face interviews between researchers and participants who are located 
in different geographic regions.  Hannah Deakin and Kelly Wakefield claim that:
Online methods mitigate the distance of space, which enables research to be easily 
internationalised without the usual associated travel costs... It is also suggested that online 
interviews may allow for more reflective responses and can be a useful forum for asking 
sensitive or embarrassing questions (Deakin & Wakefield, 2013, 605).
Embarrassment is minimised as the participants set their levels of privacy and comfort by 
determining the time and place for the online interview. In addition, the participant can set up their 
computer to control what is seen by the interviewer through the web camera. In doing so, the 
participant is determining how the gaze is constructed during the interview. The notion of ‘gaze’ is 
an important consideration in the context of the history of ethnography, which is a legacy that 
participants resist and subvert through their artistic practice. The limited vision of the camera lens 
restricts the researcher’s ability to observe body language and facial expressions of the participant. 
However, I argue that the researcher cannot determine the meaning of body language in this 
research project. Different gestures, such as eye contact or turning away, have different meanings 
according to the participant’s culture. 
Online interviews require a reliable internet connection and competent technological skills of 
the researcher and the participant. In this research project, the participants had access to broadband 
internet and were highly skilled at operating internet equipment. However, online interviews are not 
synchronous events and international interviews are conducted over different time zones. 
Accordingly, I carried out interviews after hours to accommodate the participants’ time zones. 
Ethical Considerations and Data Analysis
The preliminary ethical agreements and consents for interviews were processed through a series of 
emails. Ethical clearance for this research was approved by the University Human Research Ethics 
Committee, Queensland University of Technology [see Appendix 2 Ethical Clearance Certificate, 
Approval Number 1200000723]. Any concerns regarding the online interview procedures were 
discussed with the participant through Skype. These discussions built a rapport with the participant. 
As the interviews were conducted, with the permission of the participant, the interviews were 
recorded as mp3 sound files then transcribed into a written document. Copies of the transcripts and 
recordings were shared with the participants. This arrangement enabled the participants to check the 
material and omit any sensitive information concerning their worldview or cultural knowledge. On 
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one hand, enabling participants to request omissions from the transcripts affects the rigour of the 
research. However, I argue that in the context of the decolonisation, the interview is an exchange of 
shared knowledges that are negotiated. As a result, relationships between participant and researcher 
are maintained after the research is completed. This is important for research projects in the future. 
Creative Practice Component
I argue that creative practice as a method of research provides an account of the processes that the 
artist employs. In addition, the creative practice investigates the critical and creative processes of art 
practice and reveals how art can become a positive intervention in the context of decolonising the 
mind in the context of the legacy of colonisation. As previously stated, Sankɔfa Dreaming (2014) is 
the  Creative Practice component of the research project and exhibits my response to legacy.  
According to Graeme Sullivan, creative practice research “can be seen to invert the research 
process because it encourages working from the ‘unknown’ to the known’ and it is purposeful yet 
open ended, clear sighted yet exploratory” (Sullivan, 2009, 47-48). Creative practice as a research 
method enables the artist [myself] to experience and analyse the creative and critical processes of 
unknowing so that the responses to legacy are not pre-determined. 
Sullivan states that the artist as researcher will “move eclectically” across “conceptual, 
dialectical and contextual” boundaries “in their imaginative and intellectual pursuits” (Sullivan, 
2009, 48-49). I have adapted these practices for this research project. For example, my dialectical 
practices include engaging and foregrounding testimony and dialogues, and repurposing archival 
materials; my conceptual practice is re-imagining histories; and my contextual practices include 
gesture, tableau, willful absence, asserting a worldview and responding to legacy. These practices 
are discussed in the Creative Practice Chapter, where I document the trajectory of critical, cultural 
and creative tensions, motivations, nuances and resolutions emerging from the creative process that 
critically reflect and analyse this experience.  The account of the creative practice experience is 
symbolically articulated in the set of six artworks and the exhibition. As a result, the research 
interrogates processes of responding to legacy as they emerge in practice.
Re-imagining Legacy Method
I developed a specific creative practice method, Re-imagining Legacy, which produces a diverse set 
of related artworks and identifies critical and creative tensions and shifts that occur as the artist 
responds to legacy. The steps involved are as follows: 
• Select a legacy to interrogate through creative practice. 
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• Produce the first artwork of the series that responds to the legacy. 
• On completion, identify and evaluate the political and cultural tensions and creative techniques 
employed to produce the work in the context of responding to legacy. 
• Take note of the transformative personal, political, cultural and creative experiences that 
occurred during the process of completing the work. This involves identifying the decolonising 
process and possible changes in the critical standpoint that occurred when producing the work. 
These findings become the point of departure for the producing the next artwork of the series 
that responses to another aspect of the legacy in question.
• Repeat the steps until a sense of personal and creative satisfaction is reached in the context of 
responding to legacy. 
Following this method enabled me to become aware of my critical standpoints and to recognise how 
these positions influence my creative practice. Re-imagining Legacy is not defined by a set of 
technical, conceptual or artistic processes, but is revealed and resolved through conducting them. 
The key difference between Re-imagining Legacy and other reflective processes in arts 
practice is that the aim of the method is to understand the decolonising process that is influencing 
the creative practice. The method sets out to create a series of diverse responses to different aspects 
of the legacy in question. As a result, the reflective practice uses the art as the tool for discovery and 
for reclaiming identity and histories through the re-imagining process. Whereas artists will take 
account of the progression of their practice and edit a single work, re-imagining legacy produces 
multivalent works that express a dynamic set of integrated critical standpoints on legacy. This set of 
creative approaches differentiates the Re-imagining Legacy method from other reflective practice 
methods employed in arts practice. 
As a result, the method is potentially decolonising, as the artist identifies and interrogates the 
experiences creative and philosophical shifts that occur in the process of creative practice. In 
addition, the method produces multivalent narratives and aesthetic approaches expressed through 
the set of artworks. In the context of this research project, I argue that the method provides a way of 
engaging more deeply with legacy and focusing on the artistic and critical options of resisting visual 
representations of Other. The results of carrying out this method of enquiry are discussed in the 
reflective practice analysis in the Creative Practice Chapter of the exegesis. In addition, the results 
of applying the Re-imagining Legacy method were documented through the set of visual artworks 
[moving images] for exhibition Sankɔfa Dreaming (2014).
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Theoretical Frameworks
As the artists in this research employed the moving image to respond to the legacies of colonisation, 
I applied Ngugu Wa Thiong’o’s principle of “decolonising the mind” through filmmaking to all 
components of the research (Thiong’o 2001, 93). This key precept is defined and discussed in the 
Literature Review of the following Contextual Review Chapter 3. In addition, I primarily applied 
postcolonial feminist film and the ensuing theories of diaspora and alternative aesthetics, and 
contemporary global art. These theories collectively discuss the narratives, aesthetics, and creative 
strategies that artists employ in the context of their responses to legacies of colonialism. The key 
postcolonial feminist film scholars in this research project are Ella Shohat (57-58, 2003; 2008) and 
Robert Stam (2000b, 258-263; 2008). When analysing the aesthetic components of the artists 
selected for practice, I apply Ella Shohat’s and Robert Stam’s alternative aesthetics and Kobena 
Mercer’s and Sieglinde Lemke’s diaspora aesthetics because these theories contextualise artistic 
influenced by cultural heritag,e and political and social justice motivations of the artists (Barlet, 
2000, 143; Lemke, 2008, 122-124; Mercer, 2014, 61; Stam & Shohat, 2008, 249). For example, 
Sieglinde Lemke and Kobena Mercer’s theories on diaspora aesthetics forges links between artistic 
expression and the consequences of exile, migration, marginalisation and transformation in the 
context of colonisation (Lemke, 2008, 122-124, Mercer, 1988, 50-57; 2008, 6-25). 
Teshome Gabriel, Ella Shohat and Robert Stam’s theories on the ethnographic gaze, and 
Barlet’s on esoteric gaze in film informs my analysis of how artists accommodate their respective 
worldviews while resisting the stereotyped representations of Other (Barlet, 2000, 143: Gabriel, 
2001, 97-102; Shohat and Stam, 2008, 109). Salah Hassan’s theory on the willful placement of the 
body of Other as a response to the legacies of the objectification and absence of the Other body 
frames my analysis on how the artists construct self-portraiture in their work as they respond to 
legacy (Hassan, 2001, 26). 
Summary 
This chapter has outlined my researcher standpoint and provided a justification for decolonising 
methodology as appropriate for this research project. The chapter discussed the research methods 
used for data collection, including clarification on the semi-structured interview process and Skype 
interview methods.  This chapter also contains discussions on how decolonising methodology has 
informed my creative practice. In addition, the chapter has outlined the relevant theory that informs 
the research project. The following chapter, The Contextual Review, presents a Literature Review of 
relevant publications to establish a gap in knowledge in the field and to discuss ways in which this 
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research project attends to this gap. The Literature Review is followed by a discussion of selected 
artists who I believe are responding to the legacy of colonisation in their practice. My discussion of 
these works is framed by theories of decolonisation of the mind, postcolonial feminist film, and 
diaspora and alternative aesthetics.
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CHAPTER THREE
CONTEXTUAL REVIEW
This contextual review is divided into two sections. The first section, the Literature Review, 
evaluates relevant publications and resources for this research project. The second section surveys 
the creative techniques and critical strategies of selected artists whose practice responds to the 
legacy of colonisation, and whose work has informed the creative practice component of this 
research.
SECTION ONE: LITERATURE REVIEW
This Literature Review focuses on publications that discuss the complexities of the historic visual 
representations of Other and studies on artists’ responses to the legacy of colonisation. The range of 
publications in this review includes books, journals, interviews with artists, curatorial reviews and 
conference papers. The first part of the review, Origins of Visual Representations, Marginalisation 
and Identity, analyses selected theorists who discuss the colonial origins of the visual 
representations of Other and the consequences of discrimination, marginalisation and derogatory 
identities of colonised people. The second part of the review, Responding to Representations of 
Other through Arts Practice, analyses publications on the theory of decolonising the mind through 
arts practice, postcolonial feminist film, and diaspora and alternative aesthetics. These critical 
writings forge links between the consequences of colonisation and artists’ responses through the 
moving image. The third part of the review, Current Approaches to Researching Creative Practice 
that Responds to Legacy, evaluates publications that focus on the current complexities and 
omissions in research into contemporary global art practices. 
The Literature Review reveals that a gap in knowledge exists in relation to the ways in which 
artists employ the moving image to respond to the legacy of colonisation. Aruna D’Souza claims 
that artists are engaging in “critical thinking” through their arts practice, independent of scholarly 
research, and that the “Euro-American academy does not know, that is, or perhaps cannot admit, 
that we are playing catch up” (D’Souza, 2013, 184). Studies in this area, such as this research 
project, contribute to building knowledge about the artists’ critical standpoints and creative practice 
as artists counter the stereotyped representations of Other.
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Origins of Visual Representations, Marginalisation and Identity
Terry Goldie’s essay, Representation of the Indigene (1995), is a point of departure for this review. 
Goldie examines what he describes as the “imperial discourse” that emerged from cultural 
exchanges between the coloniser and the colonised (1995, 232). Goldie states:
The commodities - sex, violence, orality, mysticism, the prehistoric - can be seen as part of a 
circular economy within and without the semiotic field of the indigene. ... It appears that as 
long as this semiotic field exists, as long as the shapes of the standard commodities change 
but the commodities remain the same, the chess match can appear to vary but there is still a 
definable limit to the board. The necessities of indigenization can compel the players to 
participate but they cannot liberate the pawn [the indigenous person] (Goldie, 1995, 236).
Goldie’s discussion on semiotic exchange makes an important point on the complexities of cultural 
exchange. Although the mode of recording Other has changed from colonial literature to the moving 
image, the fundamental ‘commodities’ continue to be the focus of reportage, and the historic 
colonial imaginings of Other continue to resonate in the exchange. However, Goldie does not 
examine the exchange of the ‘commodities’ in the moving image.
Ella Shohat and Robert Stam map the trajectory of the colonial imaginings of Other from 
colonial scientific literature to cinematic representations in the 20th century (Shohat & Stam, 2008, 
15-18, 100-104, 160, 230). Shohat and Stam claim that, “[w]ithin colonialist discourse, metaphors, 
tropes, and allegorical motifs played a constitutive role in ‘figuring’ European superiority” (Shohat 
and Stam, 2008, 137). In addition, Shohat and Stam assert that representations of Other in the 
cinema were influenced by the ethnographic, zoological, anthropological and medical photography 
and illustrations from the colonial era (Shohat & Stam, 2008, 106). Shohat and Stam’s study 
demonstrates the way in which the visual representations of Other were influenced by the political 
and social motivations of what I call the image maker [illustrator, photographer and filmmaker]. 
Gesture and tableau in the images were constructed to portray such colonial tropes as the 
‘adventurer’ [the colonial] exploring untamed lands occupied by dangerous, wild and wanton 
natives [colonised people]. 
These tropes contributed to the racist stereotyping of colonised people propagated by cinema. 
For example, The Motion Production Code of the Board of Directors of Motion Picture Producers 
and Distributors of America, Inc (1930) allowed the release of racist narratives and portrayals of 
African-Americans in critically acclaimed films such as D.W. Griffith’s Birth of a Nation (1915) 
(Artsreformation.com, 2013). Shohat and Stam identify the historic issues of cinematic portrayal of 
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Other. However, Shohat and Stam do not investigate the way in which visual artists critically and 
creatively respond to these representations of Other. 
Whereas Shohat and Stam focus on the representations of Other in cinema, Chandra Talpade 
Mohanty and Kadiatu Kanneh write on the body of Other in the context of the political ideologies 
associated with its representation. Mohanty states:
the relationship between Woman - a cultural and ideological composite Other constructed 
through diverse representational discourses (scientific, literary, juridical, linguistic, cinematic, 
etc.) - and ‘women’ - real, material subjects of their collective histories. ... is an arbitrary 
relation set up by particular cultures (Mohanty, 1995, 260). 
In addition, Kadiatu Kanneh states:
Black and female identities are not simply figurative or superficial sites of play and metaphor, 
but occupy very real political spaces of diaspora, dispossession and resistance. What is 
complicated is the simultaneity of suffering and power, marginalisation and threat, submission 
and narcissism, which accrue Black and women’s bodies and their representation in racist 
cultures (Kanneh, 1995, 348).
Mohanty and Kanneth’s studies on the politics of identity and the body are relevant to this research 
project. However, Mohanty and Kanneth do not discuss the complexities of passing or notions of 
hybridity in the context of body identity and artistic practice. Artists in this research project raise 
discussions on the legacy of hybridity through self-portraiture of a passing body.
Samira Kawash asserts that unifying political, cultural identities such as ‘blackness’ can be 
destabilised by the notion of racial hybridity that enables a person to ‘pass’ as either ‘white’ or 
‘black,’ along the racial ‘colour line’ (Kawash, 1997, 19-22). The Encyclopedia of Identity defines 
passing as, “The act of deception in which individuals use their inherent appearance and/or learned 
ability in the pretense of infiltrating a socioeconomic or an ethnic population to which they do not 
belong but of which they are assumed to be part” (Encyclopedia of Identity, 2014). Kawash asserts 
that identity is challenged by racial notions of colour, and that such identities are exhumed from 
engaging with histories. However, Mohanty, Kanneth and Kawash do not analyse how these 
complexities are managed by artists who forge links between identity and visual representations of 
Other.
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Responding to Representations of Other through Arts Practice
Ngugi Wa Thiong’o claims that the moving image can be used to rectify the consequences of the 
mental oppression of colonised people when films encourage conversations on the legacies of 
colonisation. Thiong’o states: 
The question [of the decolonisation of the mind] is important because cinema in Africa has 
developed in the context of the fierce struggles of the coloniser and the colonised and their 
aftermaths in the postcolonial era. These struggles and their consequences have affected 
Africa and African peoples at the economic, political, cultural and psychological levels at the 
level of images of self and community. So the question of African cinema is not only that of 
relations of wealth and power but also of the psyche. Decolonisation of the mental space has 
to go hand in hand with that of the economic and political space (Thiong’o, 93, 2000).
Thiong’o’s principle of decolonising the mind through the moving image informs my research 
project as this precept appears to influence the creative practice of the artists that I am investigating, 
whether or not the artists are aware of its role in their practice. The principle also comes into play 
through the self-reflexivity of postcolonial feminist film theory and the ensuing theories of diaspora 
and alternative aesthetics discussed in this project. 
In addition to contributing to broad discussions on the origins of the visual representations of 
Other in Hollywoodcentric cinema, Ella Shohat focuses on postcolonial feminist film. Shohat tracks 
the history of women engaging with the moving image during the nationalist independence 
revolutions that took place in the African, Asian and South American continents during the 1960s 
and 1970s (Shohat, 2003, 51-58). Following the waning of the hype about the revolutionary period 
in these locations, women in communities undertook a process of what Shohat describes as 
“internal self questioning” as women filmmakers re-evaluated the outcomes of self-governance 
(Shohat, 2003, 57-58). According to Shohat, self-reflexivity became a fundamental principle of 
postcolonial feminist film practice. As a result, Shohat asserts that postcolonial feminist film 
interrogates patriotism, revolution, governance, politics and the imaginary constructions of histories 
(Shohat, 2003, 57-58). Although Shohat’s publication focuses on self-reflexivity in cinema, I claim 
that this principle can be found in the practices of visual artists who use the moving image to 
respond to legacy. 
Responding to legacy also involves resisting the ethnographic gaze. I define the ethnographic 
gaze as objectifying a person in the context of ethnographic, anthropological and scientific enquiry. 
Olivier Barlet’s publication on the cinematic gaze provides important insights into how filmmakers 
from colonised locations resist the ethnographic gaze. Barlet states, 
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The strength of the cinematic language relates to its symbolism, which consists in a 
surrealism that is both mystical and metaphysical. The films of Black Africa deliberately 
mingle the esoteric and the sociological gazes. Symbols invade the images. These take the 
form of gestures, attitudes, rhythms, colours, sounds, local or Western objects, rituals, and so 
on, combining with the words - or even with proverbs. By the analogical process of reasoning, 
they invite the viewer to participate. Symbols do not merely represent, they suggest a meaning 
and ultimately create a unity, a participation in the play of vital forces which rule the world 
(Barlet, 2000, 143).
Barlet’s theory on the esoteric and sociological gaze is relevant to my research, as the visual artists 
in this project incorporate their worldview and cultural symbols into their artwork. Although Barlet 
identifies the significance of the esoteric and sociological gaze as a way of decolonising the gaze of 
local audiences, his studies do not examine the creative and critical processes that the creative 
practitioner undertakes to resist the ethnographic gaze. 
Artists also respond to the visual representation of Other, in the context of the legacy of 
colonisation, through self-portraiture. As previously discussed in the theoretical framework of 
Chapter 2, Salah Hassan focuses on the ways in which the artist “willfully” places their body into 
the work as a response to the choreographed images of Other found in colonial photography 
(Hassan, 2001, 26). Hassan’s study is useful because it appears that artists are employing this 
strategy to assert their critical standpoints in relation to the way that histories have been recorded. In 
addition, it appears that artists use this technique as part of their re-imagining of histories.
Kobena Mercer’s theories on diaspora aesthetics also examines artists’ responses to visual 
representations of Other by focusing on the act of recovery to “address our understanding of history 
[that] is itself the product of contested representations” (Mercer, 2014, 61). Mercer states:
Where it is understood that the past can never be truly redeemed in the sense of being 
something that can be fully recovered or retrieved as a presence, that what was torn apart by 
history’s violence can never be made whole again, then critically diasporic and postcolonial 
art seeks to open alternatives to the idealist sense of redemption as something that brings 
closure to painful stories of the past by offering imaginary consolation (Mercer, 2014, 62).
Mercer’s study suggests why artists in the research project focus on the legacies of colonisation. In 
addition, Sieglinde Lemke defines diaspora aesthetics as a:
fairly new and exciting scholarly enterprise [that] has been primarily concerned with the dis/
re-location of peoples, the socio-cultural consequences and the conception of theoretical 
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frameworks. Rarely has the critical discourse been applied to the visual arts. Nor is there a 
commonly agreed upon understanding of what diaspora art looks like (Lemke, 2008, 123).
Whereas Mercer and Lemke focus on the consequences expressed through the aesthetic, Robert 
Stam examines the aesthetic of non-Western filmmakers, which he defines as “polycentric”, 
meaning the aesthetic integrates diverse cultural symbolism and worldview of the maker (Stam, 
2000, 258). Robert Stam and Ella Shohat state:
The resistant practices of such films and videos [Third Worldist and minoritarian and 
alternative media practices] are neither homogeneous nor static; they vary over time, from 
region to region, and in genre, going from epic costume drama to personal small-budget 
documentary. Their aesthetic strategies range from ‘progressive realist’ to Brechtian 
deconstructivist to avant-gardist, tropicalist, and resistant postmodern (Shohat and Stam, 
2008, 249).
Shohat and Stam, Mercer and Lemke contribute to the emerging theories of alternative and diaspora 
aesthetics by forging links between contested histories and the aesthetic in arts practice. However, 
these scholars do not examine the artists’ creative and critical processes that produce these 
aesthetics. I argue that analysing the artist’s processes of production has the potential to reveal the 
ways in which the tensions and motivations influence the production of the aesthetic. 
Current Approaches to Researching Creative Practice that Responds to Legacy
In November 2011, a conference entitled “In the Wake of the Global Turn: Propositions for an 
Exploded Art History without Borders” was held at the Sterling & Francine Clark Art Institute in 
Williamstown, Massachusetts. Conference co-convenor, Aruna D’Souza, stated that contemporary 
global art was experiencing, “a moment where disciplinary frameworks are transforming under the 
pressure of a historically specific moment of economic, political, and cultural globalization, [that] 
requires us to engage with sometimes irresolvable friction, disunity and incommensurability 
(D’Souza, 2014, vii). D’Souza’s comments indicate the need to revise the way in which scholars 
approach their research, as the previous centralised [Eurocentric] theoretical framework no longer 
accommodates the diversity of contemporary visual culture. As previously discussed, D’Souza 
(2013, 184) claims that artists are contributing to these debates through their creative practice. 
I claim that scholars can attend to this gap in knowledge by researching artists’ practice in the 
studios and conducting interviews with artists on their creative processes. Olu Oguibe states that 
research needs to focus on the artistʼs “choice of media, techniques, and strategies of execution [to] 
reveal deep reflection on the vulnerability of memory, and how they translate their awareness of the 
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nature of memory into enactable and visual tropes” (Oguibe, 2004, 91). In addition, Partha Mitter 
says that there is a need for research on the artist’s practice. Mitter proposes:
Above all, whatever we might think of the current state of play, I do feel quite strongly that 
non-Western arts and artist must not be made into a mere adjunct of western scholarship. We 
need to think of them as artists and art forms in their own right whose life and work 
experiences are worth recording, and we must try to see how their stories can be framed 
within that kind of conceptual framework as well (Mitter, 2005, 48).
D’Souza, Mitter and Oguibe’s studies assert the need to conduct research that foregrounds the voice 
of the artist by examining their practice in the field.
Conclusion: Identifying and Attending to Gaps in Knowledge
The Literature Review demonstrates a need for further research into the artist’s production of the 
moving image that responds to the visual representations of Other. I argue that researching the way 
in which artists engage with legacy creates knowledge in the critical and creative complexities of 
their practice. This research project contributes to knowledge by investigating how visual artists re-
imagine histories as they resist the historic visual representations of Other as a response to the 
legacy of colonisation. In addition, this research project foregrounds the voice of the artist in two 
ways; firstly, by conducting interviews with three female visual artists in the field and secondly, by 
producing a set of six moving image artworks for my exhibition Sankɔfa Dreaming (2014) that 
document the trajectory of creative practice. The exhibition process is interrogated in this exegesis. 
The interviews and creative practice conducted in this research project identify and analyse the 
critical and creative tensions, motivations and perceptions that the artists experience in practice. In 
addition, the research examines and how these factors influence the aesthetics and narratives as 
artists respond to legacy. 
The findings of the research project are discussed in Chapter Five and Chapter Six. The 
details of the methods of research have been discussed in Chapter Two. The following section of 
this Contextual Review discusses the creative techniques and critical strategies of selected artists 
whose practice responds to the legacy of colonisation.
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SECTION TWO: SURVEY OF SELECTED ARTISTS RESPONDING TO LEGACY
This section of the Contextual Review surveys the artworks of selected artists Julie Gough, 
Romuald Hazoumé, Kester, Leah King Smith, Tracey Moffatt, Maria Magdalena Campos-Pons, 
Adrian Piper and Berni Searle. These artists are formative influences for my creative practice. The 
array of artworks produced by these artists exemplifies the diversity of the critical and artistic 
strategies, narratives and aesthetics that are employed to resist the stereotyped representations of 
Other. Reviewing the completed works in the context of legacy forges links between re-imagining 
histories and the creative outcomes. Although none of the artists state that their work is responding 
to legacy, I understand that they are engaging with the consequences of histories. My survey of 
these works is framed by theories of decolonisation of the mind, postcolonial feminist film, and 
diaspora and alternative aesthetics. I acknowledge that it is not possible to confirm the motivations 
and tensions involved in producing the works without discussing these issues with the artists. This 
line of enquiry is taken up in Chapter Five. 
Julie Gough [b. 1965]
Julie Gough is a Tasmanian Aboriginal Trawloolway installation artist who lives in Tasmania. 
Gough’s practice focuses on stories and testimonies from local and national histories (Cubillo & 
Caruana, 2010, artist statement). I am interested in the way in which Gough’s installation evokes 
conversations on privilege and memory. The Chase, (2008) is an installation that responds to the 
legacy of exile, segregation and the exploitation of Aboriginal society. The point of departure for 
Gough’s installation was the government policy known as the Black Line Campaign (1831) that 
involved the annexing of Tasmanian Aboriginal people following the Black War (1804-1830) 
between Tasmanian Aboriginals and colonisers (Black War: Encyclopædia Britannica Online, 
2014). The installation repurposes a chaise that Gough modifies with leather, tea-tree wood and 
steel pins. The narrative is primarily expressed through text that is constructed of steel pins nailed 
onto a chaise. The pins present phrases such as “Nothing can tame them”, extracted from archival 
records that reported on the Black Line Campaign (1831) (Cubillo & Caruana, 2010, artist 
statement). 
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Julie Gough, The Chase, 2008: leather, tea tree wood and steel pins
[Source: screen shots: http://artsearch.nga.gov.au/Detail-LRG.cfm?IMG=181952_l&IRN=181952&vID=4;
 http://artsearch.nga.gov.au/Detail-LRG.cfm?IMG=181952_l&IRN=181952&vID=1]
Julie Gough, The Chase, 2008: close up photograph steel pins
[Source: screen shots: http://artsearch.nga.gov.au/Detail-LRG.cfm?IMG=181952_l&IRN=181952&vID=4;
 http://artsearch.nga.gov.au/Detail-LRG.cfm?IMG=181952_l&IRN=181952&vID=1]
Two histories are re-imagined by Gough in this installation: the coloniser and the Indigenous 
person. The materials signify the two histories. Gough states that a chaise “usually represents 
privilege” and pins are the “tool of a seamstress who makes clothes” who were Aboriginal women 
(Cubillo & Caruana, 2010, artist statement). Resting on the chaise is disrupted by the layer of steel 
pins protruding from the seat [see images above]. This arrangement of materials infers that the 
privileged coloniser attempts to cover up the histories that led to their position of power. The pins of 
the seamstress that represent the labour of the oppressed disrupt the notion of being comfortable 
with legacy of exile and the oppression of Indigenous people. Gough resists the stereotyped 
representation of Other and the ethnographic gaze by using the chaise and pins. As a result, the steel 
pin becomes a symbol of the oppressed. The aesthetic of conflict and segregation is expressed 
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through the layering of the steel pins over the luxuriant leather upholstery. Gough’s work informs 
my practice in the way in which she retains the integrity of textures and shape of found objects as 
she assembles her installation to construct her narratives. 
Romuald Hazoumé [b. 1962]
Romuald Hazoumé is a Yuroba artist who was born and resides in Porto Novo, Benin. Hazoumé’s 
art practice focuses on “anthropomorphic forms” such as plastic containers that he reshapes into 
masks (Spring, 2008, 124). His work has been exhibited at Musée du Quia Branly, Paris [2006], and 
the National British Museum in London [2007-9]. I am inspired by Hazoumé’s use of discarded 
junk materials in his installations that respond to legacy. For example, the installation La Bouche do 
Roi (1997-2005) is constructed from empty oil cans and discarded rope. These items are positioned 
on the floor in the shape of a slave ship. This installation exemplifies Robert Stam’s notion of debris 
aesthetics where materials that are regarded as junk are re-shaped to signify cultural emblems 
(Stam, 2003, 35-36). La Bouche do Roi (1997-2005) represents the resilience of African people in 
the context of the legacy of colonisation and enslavement. The work commemorates the 200th 
anniversary of the British Parliamentary Abolition of the Trans-Atlantic Slave Trade [1807] 
(britishmuseum.org, 2014). 
Romuald Hazoumé: La Bouche do Roi (1997-2005), [2007] 
[Source: screen shot, http://www.britishmuseum.org/about_us/the_museums_story/behind_the_scenes/
building_the_collection/collecting_la_bouche_du_roi.aspx
Hazoumé expresses his political standpoint by assembling objects into shapes to reference history 
and legacy. Hazoumé re-imagines history through his engagement with materials from the present. 
His artistic strategy of creating a symbol of oppression [the slave ship] with plastics and oil cans 
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connects the legacy of enslavement with the current exploitation of African resources [see image 
above]. Patrick Bond states, “Africa is poor, ultimately, because it’s economy and society have been 
ravaged by international capital as well as by local elites who are often propped up by foreign 
powers” (Bond , 2006, 1). Through discarded objects, Hazoumé emphasises the mechanisms of 
global inequality. As a result, the debris is repurposed to assert his political standpoint. Hazoumés 
narrative on enslavement excludes images of Other, thus eliminating the potential ethnographic 
gaze on historic images of the enslaved African people. 
Kester [b. 1966]
Kester [Cristóvão Canhavato] was born in southern Mozambique where he works as a sculptor. His 
creative practice involves reshaping and welding found objects from historic conflicts. Kester 
participated in the Transformaçaõ de Armas em Enxadas project [Transforming Arms into Tools, 
(1995)] in Núcleo de Arte in Maputo (Spring, 2008, 150). The project involved trading agricultural 
and domestic tools such as ploughs for discarded weapons from the Mozambique civil war 
[1977-1992] that were found in the rural landscape (britishmuseum.org, 2014). These weapons were 
used by artists such as Kester to create commemorative works on the legacy of war for the local 
community. 
Kester, Throne of Weapons, 2001. Recycled guns
[Source: screen shot, http-//www.britishmuseum.org/pdf/throne.pdf ]
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Throne of Weapons (2001) is a sculpture made of machines guns, rifles and gun components. The 
work was exhibited in the African gallery at the British museum in 2002. According to the British 
Museum, the weapons in the project originated from Russia, Portugal, North Korea, Eastern Europe 
and [undisclosed] Western countries (britishmuseum.org, 2014). Kester re-imagines history by 
forging and reshaping the guns into an African throne, which is a symbol of sovereignty and power 
[see image above]. It is fascinating to see how Kester retains the identifying features of each 
weapon to show where the guns were manufactured. As a result, Kester resists the representation of 
Other by expressing his narrative through the military objects supplied by foreign forces. He 
responds to the legacy of colonisation by focusing on the relationships of the arms trade, economic 
elites and governments. The aesthetics of tension and violence is expressed by the entwined, 
severed, decayed weapons. 
Leah King Smith [b.1957]
King Smith is an Australian Aboriginal photographer who was born in Gympie, and continues to 
reside in South East Queensland, Australia. She is a descendant of the Bigambul and Kamilaroi 
people. Her mixed heritage inspired her to investigate “issues of cultural discord in her art 
practice” (Daao.org.au, 2015). King-Smith focuses on 19th century ethnographic photography and 
the ensuing representations of Aboriginal society. She describes her aesthetic as 
“multidimensional,” rejecting the “culturally dominating singularity” of the camera (King-Smith, 
2006, i). Her work responds to the legacy of exile from culture and country. King-Smith states that 
her artworks create “a supple interplay of semi-transparent image planes and shifting positions” that 
accommodate “symbolic representations that disclose histories, cultures, times and places in subtle 
and ambiguous ways” (King-Smith, 2006, i). I assert that King-Smith’s artistic method of 
compositing images represents her critical strategy in expressing ambiguity as a way of destablising 
the representation of Other . I am interested in the process of compositing in my arts practice. 
However, I apply this artistic method to the moving image. 
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Leah King Smith, Untitled #10 from Patterns of Connection, 1992 (LaTrobe Library Nineteenth Century photograph: 
Geelong Tribe) Photographic cibachrome 100 cm x 100 cm: [Source: King-Smith, L. 2006. Resonances of Difference: 
Creative Diplomacy in the Multidimensional and Transcultural Aesthetics of an Indigenous Photomedia Practice. 
Doctoral Dissertation, Queensland University of Technology]
King-Smith’s compositing technique is employed to re-imagine the claimed, labelled past. She 
reclaims archival images of Aboriginal people and recontextualises the images by placing them into 
new works . For example, Patterns of Connection (1992) composites archival images of Aboriginal 
people with King-Smith’s photographs of landscapes that she regards as culturally significant [see 
image above]. This artistic technique creates the impression that the images of Aboriginal people 
are embedded into the landscape. I understand this artistic method infers that King-Smith is 
symbolically returning the people to their homeland.
Tracey Moffatt [1960]
Tracey Moffatt identifies as an Australian Aboriginal person (Moffatt, Interview, 2011). Moffatt was 
born in Brisbane, Australia and currently resides in Sydney, Australia and New York, U.S.A. 
Moffatt’s creative practice includes photography and working with moving image. Her artistic 
practice investigates legacy in the context of race, gender, feminist issues, and colonisation. Her 
prestigious career can be traced back to her first major solo photographic exhibition Something 
More (1989), which was internationally acclaimed (Hazell, 2014, 2). Moffatt has exhibited her work 
internationally in arts festivals such as the Prague Biennale (2005), and the Liverpool Biennale 
(2008) and in galleries such as the Solomon R. Guggenhiem Museum in New York (2007).  Her 
2012 international retrospective exhibition was held at the Museum of Modern Art in New York 
(Hazell, A. 2014, 1-3).
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Moffatt executes two artistic strategies to convey her point of view in her film practice, which 
are Brechtian presentations through highly stylised theatrical sets, and film montage. Moffatt states;
I'm not concerned with capturing reality, I'm concerned with creating it myself. And that way 
the film has a very artificial look about it, in the use of sets and installation and that sort of 
thing. I like to avoid on location shooting. I like the control of the studio rather than taking the 
camera out. I'm not concerned with verisimilitude, with the camera seeing everything and 
being there (Moffatt, 1988, 155).
An example of Moffatt’s abandonment of verisimilitude is Night Cries - A Rural Tragedy (1989). 
The film is shot in the studio and features a sparse colonial frontier stage setting. The film responds 
to Charles Chauvel’s Jedda [1955]. Chauvel’s film presented a racist stereotyped version of 
Aboriginal society through its filmic tropes of mystic savage. Night Cries - A Rural Tragedy (1989) 
can be regarded as a sequel to Jedda [1955]. The film presents Moffatt’s feminist and Indigenous 
perspective on the aftermath of relationships between Aboriginal domestics and their ‘white’ 
employers/adopted parents as "we wait in the deteriorating homestead with a middle-aged 
Aboriginal woman and her dying mother" (Langton, 1993, 46-47). Moffatt’s lack of verisimilitude 
disrupts a sense of nostalgia related to Hollywood versions of the western trope. As a result, the 
Indigenous character’s gestures of repetitious servitude are foregrounded in the film. 
As previously stated, Moffatt’s second film strategy employed to respond to legacy involves 
film montage: the reassembling of archival footage from popular films and television. One example 
of this artistic strategy is Lip (1999), which was made in collaboration with Australian editor Gary 
Hillberg. Moffatt said:
We all know that Hollywood has this dreadful history of racism and that we know most black 
actresses were forced to play the maid. So I have shown great sassy clever moments from 
clips from films where the made is kind of ‘talking back to her boss’, her white mistress, it 
relates to myself, I’m not white, I’m Aboriginal, my mother is black, and she, in fact was a 
domestic, so it [Lip (1999)] resonates personally with me too. But what it’s all about is 
celebrating the deliciousness of cinema and the witty put-down, the sassy come back and the 
great delivery by these great women actresses (Tracey Moffatt/Interview. youtube.com 2011).
Moffatt’s narrative on ‘black’ women is expressed through re-editing found footage. In Lip (1999) 
the montage process presents a series of rebellious responses to servitude through the actions of the 
black women. However, Moffatt’s intentions to highlight the empowered moments of the maids on 
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film is complicated by nostalgia. For example, gaze, empathy and admiration can be directed 
towards the ‘white’ Hollywood actors on screen. This possibility undermines Moffatt’s intentions. 
Therefore, I argue Moffatt’s elimination of verisimilitude in her highly stylised experimental films 
is a more effective strategy in responding to legacy than montage because her stylised experimental 
film strategy minimises the influences of nostalgia. 
Another important example of Moffatt’s stylised experimental films that respond to legacy is 
Moffatt’s Nice Coloured Girls (1987). This experimental film reverses the ethnographic gaze as she 
focuses on the consequences of the sexual abuse and exploitation of Aboriginal women. Moffatt’s 
ethnographic gaze focuses on the coloniser as she creates her imagining of British Royal Navy 
Officer William Bradley’s encounters with Aboriginal women. Bradley’s representation is 
constructed by initially presenting the title of Bradley’s journal, A Voyage to New South Wales, 29th 
January 1788, on screen accompanied by extracts from the diary and a narrator’s voice. 
Still from Nice Coloured Girls (1987) climbing on board Bradley’s boat.
[Source: screen shot, Nice Coloured Girls (1987): QUT library]
This artistic and critical strategy implies that the proceeding narration and events on screen are re-
enactments from his journal. However, several of the re-enactments on screen are not included in 
Bradley’s journal (Bradley, Transcript of A138072, 1802). For example, Moffatt presents an historic 
scene of Aboriginal women boarding a ship that is accompanied by an erotic narration [see image 
above]. In doing so, Moffatt creates a parody of Bradley. This strategy of subverting Bradley’s 
character is the way in which Moffatt questions the social and political motivations of colonial 
historic records. In addition, the strategy enables Moffatt to assert her critical standpoint on the 
legacy of the representation of Other and the ensuing sexualisation of young Aboriginal women. 
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Maria Magdalena Campos-Pons [1959]
Maria Magdalena Campos-Pons was born in Matanzas, Cuba. She lives in Brookline, 
Massachusetts, U.S.A. Following the completing of her arts education in 1985 at the Higher 
Institute of Art in Havana, Cuba, Campos-Pons studied at the Massachusetts College of Art in 1988.  
Campos-Pons artistic practice combines the moving image with installations. Her other artistic 
practices include painting, performance art, photography and sculpture. According to Mocra Voices, 
Campos-Pons identifies herself as an artist, a healer and a “messenger dispensing small amulets of 
good energies to my [her] viewers and centered by respect for all that is animated [Ancestral 
spirits]” (Mocra Voices, 2013, 2). I am interested in Campos-Pons’s artistic method of conveying 
her worldview as she creates an esoteric aesthetic. She expresses this aesthetic by incorporating 
customs of the Santeria, such as communicating with the Ancestors and deities through her arts 
practice. According to Emma Gobin, “Santería is a Cuban initiatic religion of African Yoruba 
origin. Central features of this religion are the worship of divinities called orichas and the regular 
dialogue with these entities through different techniques” (Gobin, 2013, 1124). In addition, Morca 
Voices states that Campos-Pons presents “personal narratives” from the testimonies of her family 
(Mocra Voices, 2013, 1). 
Maria Magdalena Campos-Pons, History of People Who Were Not Heroes: Spoken Softly with Mamma (1997) 
[Source: screen shot, http-//www.artthrob.co.za/01oct/reviews/html]
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Campos-Pons’s re-imagines history by creating ritualistic spaces in the exhibition that reference 
Santeria and commemorate the legacies of exile, migration and dislocation from West Africa in the 
context of colonialism. History of People Who Were Not Heroes: Spoken Softly with Mamma (1997) 
responds to the legacy of the exile of enslaved Africans. The installation combines the moving 
image projected onto an installation of seven wooden ironing boards with engravings of Yoruba 
sacred symbols and domestic objects on the floor [see image above]. The domestic objects include 
irons, cast glass, trivets and embroidered cotton sheets. The installation is a shrine to the women 
domestic workers who are presented as deities. This reverence of African domesticity resists the 
stereotyped representations of Other. The work suggests the women domestic workers have 
significant spiritual roles in the community in the context of Santeria. 
Adrian Piper [1948]
Adrian Piper was born as Margaret Smith Piper in New York, U.S.A. Her mixed ancestry includes 
Nigerian, East Indian [Dehli], Malagasy, British and German heritage. She has been living in 
Berlin, Germany since 2002. Piper is a first-generation conceptual artist and analytic philosopher. 
Her arts practice includes painting, drawing, performance, video, photo-documentation and sound. 
Piper attempts to evoke discussions on “the pervasiveness of miscegenation and the fictitiousness of 
the concept of race” (adrianpiper.com, 2015, 1). Her conceptual art of the 1970s connected “passive 
contemplation of objects and the dynamic character of self conscious agency” with issues of 
“xenophobia, race and gender”  (adrianpiper.com, 2015, 1).
Piper employs ‘passing’ as an artistic and critical strategy to respond to the legacy of racism. 
Piper’s use of the phenomena of ‘passing’ from the African-American culture into the Anglo-
American society as a means of drawing attention to the legacy of stereotypes and that the 
complexity of identity and race is important. As previously stated, ‘passing’ refers to a person 
belonging to a discriminated group being able to pass into a privileged group (Encyclopedia of 
Identity: Passing, 2014). Piper uses passing to resist the stereotyped representation of Other as 
passing challenges the notion of racial purity. One of Piper’s artistic methods involves using 
multiple television monitors that are synchronised to display her moving images. This technique is 
exemplified in Out of the Corner, (1990). The work begins with Piper on screen claiming that 
Americans have a mixed racial heritage. Following her declaration, the other 16 monitors display 
people claiming that a mixed racial heritage is a legacy of the sexual abuse of African-American 
domestic workers. 
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Video Installation: Adrian Piper, Out of the Corner, 1990
[Source: screen shot, http-//whitney.org/Collection/AdrianPiper/Whitney Museum of American Art/Adrian Piper.pdf]
The testimonies displayed on each screen present a media broadcasting aesthetic [see image above]. 
This presentation subverts the notion of authenticity, as the information delivered in the audio-
visual vignettes cannot be verified. As a result, Piper’s work evokes conversations on the notion of 
truth and disclosure in the context of the legacy of passing. 
Berni Searle [b. 1964]
Berni Searle was born in 1964 in Cape Town, South Africa where she is currently based. Searle has 
exhibited at the Museum of Modern Art, New York [2011] and the Victoria and Albert Museum in 
London [2011] (stevenson.info, 2015). Searle was a recipient of the Rockefeller Bellagio Creative 
Arts Fellow in 2014 (Bernisearle.com, 2015). Searle’s arts practice includes the moving image 
artworks, installations, and photography. Berni Searle presents her critical standpoint on the legacy 
of Other in the context of the identity classification. According to Salah Hassan, Berni Searle 
focuses on the “neglected history of South African women as a means of recovering from European 
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colonialism and the problematics of race, class and gender which is left behind” (Hassan, 2001, 31). 
When Searle engages the moving image, her key artistic method of presenting her narratives is 
expressed through gesture and tableau that reference images of scientific ethnography and colonial 
racial classification. Searle states that the body has been “a site of conflict” and “working with 
images of the self offers a necessary and important stage in the deconstruction of cultural and 
gendered identity” (Hassan, 2001, 31).
Berni Searle’s Snow White, 2001. 
[Source: screen shot, http://www.mendel.ca/variations/]
Deconstucting identity is exemplified in Snow White, (2001) as white clay-like material falls onto 
Searle’s naked body. As the material covers Searle’s body, her appearance ‘whitens’. The ritualistic 
aesthetic of Snow White, (2001) is derived from Searle’s ceremonial performance [see image 
above]. The dust and clay on her Searle’s body conjures up colonial tropes of the ‘primitive’ who is 
unable to transcend from their primal location to the cosmopolitan. In addition, the title of the work, 
Snow White, (2001) forges links between Western mythology [the Western fairytale] and the notion 
of purity of identity as Searle attempts to transcend her body into the notion of whiteness. Anne 
Coombes states that Searle’s nudity in the film relates to the South African tradition of women 
resorting to naked protests when government institutions ignored women’s issues (Coombes, 2001, 
198). As a result, Searle is engaging audiences in what I understand to be the ethnographic gaze to 
express her political standpoints on racial classifications, the history of Apartheid and legacy. 
Conclusion
The selected artists re-imagine histories in their practice by focusing on the legacies of exile, 
migration, loss and discrimination. These responses to legacy and its ensuing imaginings of Other 
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create evocative works that reference their respective worldview or challenge notions of Other. In 
addition, the aesthetics in their work are influenced by the way in which they incorporate their 
cultural elements, such as rituals, symbols and artifacts. The common goal of contesting the 
representation of Other and resisting the ethnographic gaze is achieved through an array of 
strategies, such as employing found objects, self-portraiture and reserving the gaze. The following 
chapter compares and contrasts two exemplar works that employ the moving image to respond to 
legacy. 
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CHAPTER FOUR
RESPONDING TO LEGACY: AN ANALYSIS OF 
CAMPBELL X’S LEGACY (2006) & TRACEY ROSE’S ONGETITELD [UNTITLED] (1997)
Introduction
This chapter analyses the narratives, aesthetics, representations, and decolonising strategies 
employed in Campbell X’s Legacy (2006) and Tracey Rose’s Ongetiteld [Untitled] (1997). I have 
selected Campbell X’s Legacy (2006) as I have been informed by the way in which she integrates 
an Elder’s testimony and re-enactments of historic rituals to present her critical standpoint on 
legacy. Similarly, my practice has been informed by the way that South African artist Tracey Rose 
[b.1974] employs ambiguity through her gestures to subvert the ethnographic gaze in Ongetiteld 
[Untitled] (1997). Both women’s moving image artworks respond to the consequences of 
colonisation. 
The analysis of the above-mentioned exemplars’ works is informed by Ngugu Wa Thiong’o’s 
principle of decolonising the mind through film (2001, 93), Ella Shohat and Robert Stam’s 
alternative aesthetics (2008, 249) and Olivier Barlet’s esoteric and sociological gaze (2000, 143). As 
previously discussed, these theories take into account the influences of the worldview of the 
creative practitioners. I have selected these theorists as their principles are employed by Campbell 
X and Tracey Rose.
Analysis of Legacy (2006) and Ongetiteld [Untitled] (1997)
Campbell X [b. not disclosed] was born in Trinidad, Jamaica. She is a lesbian filmmaker, writer, 
and director. She began her film career as a trainee camera-person at the London Film and 
Television School. She is currently based in London and travels extensively to produce and promote 
her film productions. Campbell X travels to Trinidad, Jamaica to reconnect with her Ancestry, visit 
family and to produce works on issues related to her cultural heritage (Gordon, 2015, 1). Campbell 
X’s films have been screened at The Tate Gallery in London, Channel Four TV, BBC Britain, and 
the Arnolfini-Black Moving Cube (creativeafricannetwork.com, 2012, 1). Campbell X said:
I like to explore the dark corners of ‘minority’ cultures. That is the areas we are taught to be 
ashamed of, the amnesia we create to support new narratives to ‘better’ ourselves. And I want 
to create images for those of us whose histories are unwritten or erased and show how we deal 
with the shadows of our ancestral stories. ... My films attempt to break the spell of dominant 
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Western hetero-patriarchal Eurocentric narratives/images. ... They put us (the cinematic 
minorities) in a dreamlike state and zombify us in order to create identities using the very 
tropes set out to annihilate us as beings. My stories tend to put African descent, usually dark-
skinned women, in the center of the frame. ... [as a case in point] in my film Legacy (2006) I 
explore the legacy of the transatlantic slave trade and how it has affected generations of 
people of African descent (Campbell X, 2012, 241).
Campbell X’s comments demonstrate that she is motivated to resist the stereotyped representations 
of Other. She says that she aims to be “inclusive in terms of ethnic, age, gender identity, sexual 
orientation in front of the camera as well as behind it” (Campbell X, 2012, 242). Expressing sexual 
orientation is a key focus of her practice, as she presents “femmes in queer culture and [to] explore 
a butch lesbian gaze through both desire and appropriation of dominant mythology” (Campbell X, 
2012, 242). As a result, Campbell X’s creative practice constructs what she describes as a “queer 
gaze” (Campbell X, 2013). Tim Wray states, “the queer gaze looks to be reflected, looks for a 
mirroring of the same desires back, locates men [and women] as both subject and object, 
uncomfortably challenging the role-identity of all it surveys” (Wray, 2003, 70). 
However, Campbell X rejects the universal notion of queerness as she calls for what she 
describes as “Nu Third Cinema” that “would acknowledge that the experiences of white-skinned 
privileged LGBTQ people are specific” (Campbell X, 2012, 242). In addition, Campbell X asserts 
that a Nu Third Cinema “would eliminate the tyranny of the Eurocentric view of queer culture as 
being the ‘authentic/real’ voice of all LGBTQ people” (Campbell X, 2012, 243). As Campbell X 
applies her version of a queer gaze in her work, I argue that she destabilises the stereotyped notions 
of Other. Her marginalised perspectives and a queer sensibility make her artistic approach 
interesting to examine as she responds to the legacy of colonisation. Legacy (2006) exemplifies 
Campbell X’s practice of queering the gaze and responds to the consequences of enslavement for 
the African descendants of the Middle Passage1 in Jamaica. Legacy (2006) was awarded 
Outstanding Documentary Short at the international independent film festival Outfest held in Los 
Angeles in 2007, and Best Experimental Film at the San Diego Women’s Festival in 2007 
(blackmanvision.wordpress.com, 2012, 1).
Whereas Campbell X’s creative practice is exclusively expressed through the moving image, 
Tracey Rose’s artistic practice includes the moving image, photography, sculpture, installation and 
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1 Middle Passage refers to ship route from Africa to the New World that transported captives to be sold as slaves in the 
New World. 
performance art. Tracey Rose was born in Durban South Africa. She lives and works in 
Johannesburg, South Africa. Rose studied Fine Arts (Honours) at the University of Witwaterstand, 
Johannesburg, South Africa, film at the African School of Motion Picture Medium and “live 
performance” in 2004, then graduated with a Masters Degree in Fine Arts at Goldsmith College, 
London in 2007 (Spring, 2008, 172). Rose is renown for her performance video art. She has 
exhibited her work at prestigious venues such as the Venice Biennales in 2001 and 2007, and 
galleries such as the Museo Nacional Centro de Arte Reina Sofía in Spain [2014] and at the 
Brooklyn Arts Museum in New York in 2007.
D.C. Murray describes Rose as being part of “an exciting contingent of young cultural 
producers who are confronting Western notions about African culture” (Murray, 2004, 133). 
Similarly, Kellie Jones refers to Rose as a member of a flourishing post-apartheid artistic 
community following the cultural repression of the apartheid regime that is “being able to explore 
different aspects of identity as they find it—black, white, colored, their own as well those in the 
larger cultural landscape” (Jones, 2004, 28). These comments identify Rose’s desire to take 
advantage of political circumstances that enable her to freely express her ideas and to interrogate 
the history of South Africa, which is evident in her creative practice (discussed below). 
Rose’s artworks have been exhibited in the Venice Biennale (2001) and in the Global 
Feminisms exhibition at the Brooklyn Art Museum, New York in 2007. The screening of Rose’s 
works in international galleries demonstrates that the international arts community is ready to 
explore the confrontational narratives and the aesthetics of Rose’s work [discussed below]. I have 
selected Ongetiteld [Untitled] (1997) as this work exemplifies how artists such as Rose scrutinise 
history making as they respond to legacy. The film was screened in Democracy's Images at the 
Bildmuseet Museum in Umeå, Sweden in 1998. Ongetiteld [Untitled] (1997) focuses on the legacy 
of ethnography and the ensuing surveillance culture of the apartheid government in South Africa. 
Although Rose and Campbell X employ different artist strategies and aesthetics, I argue that 
both artists embed a decolonising process as they respond to legacy. As previously stated, Legacy 
(2006) investigates the consequences of enslavement in the Middle Passage, Jamaica. The work 
focuses on the negative repercussions of enslavement for the descendants of Africa. In Legacy 
(2006) Campbell X and her mother discuss these consequences as they carry out a series of historic 
re-enactments of African cultural practices. As Campbell carries out her rituals, she discusses the 
colonial administration and missionary system that prohibited and discouraged the traditional 
practices of West African culture. 
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These re-enactments are ways in which Campbell X re-imagines her history and undertakes 
decolonisation. In doing so, Campbell X rediscovers her culture and reclaims those aspects of her 
identity. For example, Campbell X and her mother re-enact the bush bath that is a cleansing ritual 
originating in West Africa. Her mother says, “Bush bath is a form of integrating you to the 
Ancestral spirits.” Campbell X replies, “I can’t remember you doing this to me.” Her mother 
explains that the bathing practices were discouraged by the church. As Campbell X forges links 
between the demise of her culture and the role of the church, she is indirectly interrogating the 
missionary system. The scene of the bathing ritual performed by mother and daughter in the home 
presents these practices as part of daily life that integrates a pluralist Afrocentric worldview. 
According to Kofi Asare Opoku, an Afrocentric worldview merges spiritual and material realities 
into a single space or an object (Opoku, 1978, 8). Accommodating this worldview is part of the 
decolonising process as it validates the colonised peoples’ belief systems. 
Another example of Campbell X reclaiming her cultural identity is the scene of the re-
enactment of the Cumina. The Cumina is a traditional ceremonial dance that originated in West 
Africa. According to the Jamaica Information Service, the Cumina ritual is the “strongest African 
retention of Jamaican folk culture” as it facilitates a space for the African Ancestral spirits through 
the practice (Jamaica Information Service.gov.jm, 2014) [see image below]. As Campbell X re-
enacts the Cumina with her mother, they discuss the significance of the dance as a symbol of 
endurance of their culture. These conversations provide audiences with an insight into the 
complexities of relationships between the colonising religions and the pluralistic African 
worldview. Sharing this knowledge has the potential to evoke conversations to demystify the 
cultural practices of Other.
Legacy (2006) Scene of the dancing of the Cumina.
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Whereas Campbell X’s decolonising process focuses on the personal stories of her family, Tracey 
Rose’s decolonising process interrogates government and institutional legacies. For example, 
Ongetiteld [Untitled] (1997) focuses on the legacy of the ethnography and the ensuing practices of 
surveillance of the South African apartheid government. The film presents Rose naked in a 
bathroom. The audience’s point of view is through a hidden camera that constructs a voyeuristic 
perspective [see image below].
Series of frames from Ongetiteld, [Untitled] (1996). (Fall, 2007, 72)
This scene references the history of South Africans who were subjected to police surveillance and 
arrests under the dompas 2 [reference-books] system. The dompas were introduced in 1952 during 
the apartheid era (1948-1994) to control and survey the movement of ‘coloured’ people through 
townships. The absence of dialogue in Ongetiteld [Untitled], (1996) creates a sense of 
bewilderment, as it is difficult to determine the meaning of Rose’s erratic movements. This critical 
strategy subverts the notion that ethnography and surveillance are reliable practices for analysing 
the motivations and actions of the subject under scrutiny. Rose attempts to decolonise the minds of 
her audience by highlighting the shortfalls of observation and ethnography in the context of its 
application to colonised people. 
In addition to the decolonising of the mind through film, the artists are responding to legacy 
through narratives that present their critical standpoints on histories of colonisation. Ella Shohat and 
Robert Stam state:
It is not that their [artists] films substitute a pristine ‘truth’ for European ‘lies’, but that they 
propose counter-truths and counter-narratives informed by an anti-colonialist perspective, 
reclaiming and re-accentuating the events of the past in a vast project of remapping and 
renaming (Shohat and Stam, 2008, 249).
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2 See Saul Dubow, 2014. Apartheid, 1948-1994, Oxford University Press, USA, Oxford, ISBN: 9780191009 
Campbell X’s ‘counter-narrative’ of the exile and abolition of culture are informed by her mother’s 
oral stories and ritual re-enactment (Campbell X, 2013). For example, Campbell X and her mother 
demonstrate the ‘banning’ down of women’s breasts [see image below]. Campbell X’s mother says, 
“Mothers ban down this budding breast so they would not be seen by those who would exploit them 
to make babies for the plantation.” This family discussion exemplifies how the lived experiences 
and memories of Elders become narratives that are used to authenticate historical events. Re-
enacting testimonies validates the Elder’s point of view and authority in the community. 
Legacy (2006), Banning breasts for concealment.
Campbell X avoids sensationalising her subject by taking a Brechtian approach when discussing 
legacy. According to Angelos Koutsourakis, “Brecht proposes estrangement as a means of 
overcoming the ‘naturalization’ of social phenomena, and eliciting their historical function” (2013, 
49). In other words, the Brechtian approach unhinges what is believed to be natural and authentic in 
the context of histories and social behaviour. For example, Campbell X’s mother discusses the 
“degradation on the auction blocks” where Africans were enslaved then sold as commodities to 
colonial farmers. Her mother says, “When women’s vulva were exposed to all and sundry of their 
own tribe or other tribes. This must have been an extremely traumatic situation.” Although these 
abuses were experienced by Campbell X’s ancestors, the tone of the discussion is measured and the 
analysis of legacy is objective. This critical strategy keeps the focus on the discourse on legacy. 
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Whereas Campbell X’s narratives are primarily informed by testimony, Rose’s narratives 
contest the way in which histories are recorded. Tracey Rose said, “Making work is a documentary 
of a journey - each stage, each process, each dilemma has to be worked through. When you make an 
artwork you’re not just doing something at the moment, you’re contributing to an entire history of 
art-making” (Rose, 2001, 1). During an interview with Tracy Murinik, Rose said, “It’s about 
researching the context so you don’t go into a place completely blindfolded” (Rose, 2012, 2). These 
two statements suggest that Rose’s key concern is the way in which her work will be interpreted in 
the future. I argue this anxiety influences her narrative choices as she focuses on ethnography’s role 
in documenting Other. 
The narrative in Ongetiteld [Untitled] (1997) explores the relationships between Other and the 
camera as voyeur and ethnographer. As previously stated, Ongetiteld [Untitled] (1997) lacks 
dialogue. Rose’s performative narrative is the act of shaving her body hair and head. According to 
Kellie Jones, in South Africa a person’s hair was one of the ways in which the apartheid system 
classified a person’s racial identity – black, white, coloured (Jones, 2004, 29). Removing hair is 
Rose’s way of defying systems of identity, thus resisting the stereotyped representation of Other. 
She has used this artistic strategy in other works such as Span II, 1997 [discussed below]. However, 
understanding the significance of hair removal relies on contextualising the act with racial 
classification systems. As a result, it is an intriguing ambiguity. 
The delivery of the narratives in the moving image is influenced by the aesthetic that the artist  
produces in the work. As previously stated, according to Robert Stam and Ella Shohat, the aesthetic 
of contemporary global artists varies from “progressive realist to Brechtian to avant-gardist, 
tropicalist, and resistant postmodern” which Shohat and Stam refer to as the “alternative 
aesthetic” (Shohat & Stam, 2008, 249). In addition, the alternative aesthetic references colonialism 
in the work. Campbell X’s alternative aesthetic is derived from combining esoteric rituals, such as 
the Cumina, with the Brechtian performance principles of alienation and setting the work in the 
Jamaican tropical landscape [see image below]. The rituals in the work accommodate Campbell X’s 
Afro-Caribbean community’s worldview. Local people may apply what Olivier Barlet describes as 
the “esoteric and sociological gazes” as the rituals that people witness on screen are experienced as 
spiritual practices (Barlet, 2000, 143). 
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Legacy (2006); representation of libation ceremony in beach scene
Whereas Campbell X’s aesthetic sets up a space for quiet contemplation and spiritual engagement, 
Tracey Rose’s aesthetic evokes tension and bewilderment. The intensity of the aesthetic in 
Ongetiteld [Untitled] (1997) is derived from a relentless voyeurism accommodated by a fixed 
position and focus of the camera, the frenetic actions of Rose on screen [discussed below] and the 
grainy quality of the moving image that mimics the surveillance technology of the 1990s. This 
artistic strategy questions notions of authenticity as it is difficult to determine if the footage is either 
an archival film or a re-enactment. As a result, Rose’s aesthetic highlights the complexities of 
interpreting and recording histories in the context of the legacy of ethnography and surveillance of 
Other. 
The narratives and aesthetics of the artists’ featured here are also influenced by the goal of 
resisting the stereotyped representations of Other. Ella Shohat and Robert Stam state that, 
“Colonised people are projected as body rather than mind, as much of the colonised world was seen 
as raw material rather than as mental activity and manufacture” (Shohat and Stam, 2008, 138). The 
objectification of Other was fostered by the visual tropes of cinema. Shohat and Stam claim that 
Other was constructed by Hollywood through “formulaic scenes of dark frenzied bodies entranced 
by accelerating drum rhythms relayed a fetishised image of indigenous religions. Ceremonial 
possession (portrayed as a kind of mass hysteria) evoked the uncontrollable id of libidinous 
beings” (Shohat and Stam, 2008, 109).
Campbell X resists such stereotypes in three ways. Firstly, she choreographs the tableau and 
gesture in her work to present assertive representations of black women in her the moving image 
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(Campbell X, 2013). Secondly, she presents rituals as ordinary daily activities in the lives of her 
community. Thirdly, she presents her mother as an authority of local history and culture [as 
previously discussed]. However, these strategies can be undermined by an ethnographic gaze, as she 
presents her re-imagining of legacy from a marginalised perspective that incorporates rituals and 
nudity. 
Tracey Rose also resists stereotypes by constructing self-portraiture to subvert the 
ethnographic gaze in two ways. Firstly, she builds ambiguity in the work that subverts the process 
of observation [as previously discussed]. Secondly, Rose’s nudity and hair removal attempts to 
unhinge scopic desires constructed by voyeurism of the camera by desexualising the body of Other 
[herself: see image below].
Span II (1997) Performance Video Installation:An example of Rose’s mediation with human hair
[Source: Kellie Jones, 2004. Tracey Rose, Post-Apartheid Playground in Nka, Journal of Contemporary African Art, 
Summer, 2004, 29]
Rose said: 
Demasculating and de-feminising my body, shaving off the masculine and feminine hair. This 
kind of de-sexualisation carries with it a certain kind of violence. The piece [Span II (1997)] 
is about making myself unattractive and unappealing. But what was disconcerting was that I 
suddenly became attractive to a whole different group of people. Perhaps there was not 
enough of a sense of penance and flagellation in the work (Rose 2001, 1). 
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These comments indicate that resisting the stereotyped representations of Other continues to be 
challenged by the ethnographic gaze. 
Conclusion
The artists examined above scrutinise the origins of colonial imagining of Other. However, each 
artist applies different artistic methods and critical strategies. Campbell X focuses on foregrounding 
personal histories, testimony and presenting contemporary rituals such as libation in conjunction 
with measured discussions and explanations on legacy. Tracey Rose focuses on the issues of 
ethnography and the ensuing surveillance of Other. The following chapter interrogates the 
motivations and issues that the interview subjects experience in creative practice. The three 
participants discuss their perspectives on legacy, colonisation and the way in which they employ the 
moving image in their practice. 
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CHAPTER FIVE
ANALYSIS OF INTERVIEWS OF THREE PARTICIPANTS RESPONDING TO LEGACY
Introduction
This chapter examines the interview transcripts of three women visual artists whose work employs 
the moving image to respond to the legacy of colonialism. The three participants identify as either 
Indigenous Australians, African or African Diaspora women. The participants present an array of 
artistic practice, professional circumstance, critical standpoints and historic re-imaginings of legacy. 
The participants chose to be anonymous in this research project. The titles of their works are 
omitted from this discussion. 
The chapter is divided into two sections. The first section of the chapter presents a discussion 
of participants’ principles, motivations and tensions that influence their narratives and alternative 
aesthetics. This discussion is followed by an analysis of the interview transcripts. The theoretical 
framework for this analysis is Ngugu Wa Thiong’o’s ideas about decolonising the mind through 
film (2001, 93); Ella Shohat’s thesis on postcolonial feminist film theory (2003, 57-58); Ella Shohat 
and Robert Stam’s sentiments about alternative aesthetics (2008, 249); and Olivier Barlet’s views 
on esoteric and sociological gaze (2000, 143).
Background of Participants
Participant A is an emerging artist who identifies as an Australian Aboriginal and who describes 
herself as a new media artist and curator. In her creative work, the participant interrogates the 
representations of Indigenous people that she observes in popular culture, advertising and cinema. 
Her work has been exhibited at Indigenous international festivals, galleries and associated websites. 
Participant B is a member of the African Diaspora living in London. She is an established artist who 
works with the moving image and in a queer context. Her work was screened at The Tate Gallery, 
London in 2007 and at independent international film festivals. Participant C is an African artist 
from Uganda based in London. Her work has received international awards from independent film 
festivals in Africa, the U.S.A and Europe. She responds to legacy by focusing on personal stories 
and contemporary life and arts practice in Uganda. The following is a discussion of the interview 
transcripts of the participants. 
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SECTION ONE: DISCUSSION OF INTERVIEW TRANSCRIPTS
Participant A: Skype™ Interview 6th March, 2013
Participant A perceives that the current social, financial and political circumstances marginalise her 
as an artist and represent a continuation of colonisation in Australia. As a result, the participant 
describes her arts practice experience as being “a minority, of a minority, of a minority.” In other 
words, she feels discriminated against as an Indigenous person, an artist operating outside of 
mainstream arts institutions, and as a new media artist in the context of funding opportunities and 
film practice. The participant said:
It’s [filmmaker] just a word that’s very loaded in Australia. But in other places like in Canada 
for example, the Indigenous arts filmmakers and new media artists have a lot to do with each 
other, but in Australia there’s a big barrier. So you seem to be considered a better person or 
more valuable or a higher profile if you’re a filmmaker. But if you’re a new media artist, 
people don’t really pay any attention. Like we’re a minority. Often we’re colonised by 
filmmakers as well.
This statement indicates that quite apart from the history of colonisation, the participant feels 
pressured by industry restrictions. She responds to these tensions by employing the language of 
colonisation to describe her experiences. In addition, the participant’s interpretation of funding 
workshops identifies the way in which these issues manifest. 
The participant said:
I have been in situations before where other people in the workshop are as black as the ace of 
spades. I’ve done a good project that they’re happy with, but it just doesn’t get funded 
because it’s just not very exotic produce and it’s you know, not a traditional story, it’s a 
contemporary story and it’s based on modern societal problems as opposed to the 
romanticised idea of something ancient. ... And these are decisions that are made far away by 
people who have a small financial interest in the project. So if they’re far away, they want the 
authentic thing in the North, that’s not me. And they told me it’s because I’m not black 
enough. And that’s fine.
The participation’s analysis of the funding workshop indicates that she is sensitive to the 
stereotypes of Other and marginalisation. Another example of these concerns was raised when 
discussing the Lord of the Rings: the Fellowship of the Ring (2001) film. The participant used the 
51
film to illustrate her point on the stereotyping of Other in the context of colonisation. The 
participant said: 
At the end [of the film] they say, ‘you must unite or you will fail’ so basically they are talking 
about assimilation. And if you actually look at the group of world leaders sitting around 
talking, none of them are black or brown. They’re all white pixies or something. If you look at 
that film, a lot of the Maori actors, they were playing monsters. They were just running 
around like derelicts, like in the bush, like swamp people or something. There was no dignity 
in it for them.
The participant associates assimilation with the degradation of Other. This point of view is 
influenced by the legacy of displacement and poverty experienced by Australian Aboriginal 
societies following colonisation that is part of the living memory in her community. These 
experiences led the participant to develop specific online sites for artistic collaboration with fellow 
Indigenous artists from Australia, New Zealand and Canada who shared her opinions on 
marginalisation. The participant said:
An on-line gallery is a sovereign thing because we don’t have to go through all the gate 
keepers of the art world telling us that our work is not, you know, we don’t have a profile and 
we’re not an important artist and know they haven’t bought our work, whatever, you know it 
doesn’t matter.
According to the participant, this autonomy in arts practice and outreach to fellow artists creates “a 
sort of contemporary art dialogue” with artists who share her political point of view on the legacy of 
colonisation. For example, the network of Indigenous artists share stories on their political struggles 
for autonomy within nation states. When discussing the displacement of Metis people from Toronto, 
Canada, the participant said: 
It’s so hard because they’re in the middle and literally in the middle, and in historical senses 
the Metis were like literally in the middle all the time. They were landless people, like they 
had to live along the side of the road where there were no laws for that particular piece of land 
that they were on. They couldn’t be part of a reservation or they couldn’t be part of the white 
world either. So I just take inspiration from people like that who just make it [arts practice] 
happen.
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The participant responds to these stories of marginalisation by creating a Brechtian aesthetic to 
assert her point of view. The participant said, “I like to say that the message is the most important 
thing. It is more important than the medium.”
In addition, the participant is motivated to facilitate “healing” of Indigenous people through 
her arts practice. As colonisation is experienced as a perpetual process, the healing work is ongoing. 
For the participant, “It’s all sort of about healing through the arts. So creating projects [is 
something] that people do to fulfill their spiritual void.” The participant’s motivation to incorporate 
healing into arts practice is facilitated through on-line discussions, and by attending international 
Indigenous festivals and exhibitions. According to the participant, these events create, “a gathering 
spirit to compliment the on-line spirit” to “continue on for the sake of creativity and meaningful 
engagement around the world.”
The participant does not discuss her healing methods through arts practice as these events are 
confidential. However, the participant discusses the artistic methods she employs to assert her 
political standpoints on colonisation. These methods are film montage and new media compositions 
of text and photography. The film montages are constructed from television advertisements and 
Hollywood cinema scenes. The montages and new media works are responding to what the 
participant claims are “colonisation techniques” embedded in Australian popular culture films. The 
participant said: 
A lot of Australian culture is completely absurd. But because we are so entrenched in it, we 
can’t see, you know, like fish, we can’t see that we’re in water. But, if you just skew 
something so that people can understand that there’s a different way of looking at things or 
that the rest of the world doesn’t think or act like that then sometimes it can help.
The participant uses the word skew to describe the way in which she edits the material to present a 
moving image that subverts the “colonising techniques” in popular film. The colonising techniques 
are scenes that the participant perceives are the ways in which Indigenous people are marginalised 
by society. The participant said, “Often the viewers say, ‘Well I don’t remember that scene, or I 
never thought about that’.” For the participant, these responses indicate that she has succeeded in 
asserting her political standpoint through her arts practice. 
The participant also uses text on screen to present her critical standpoint on legacy. She 
describes this technique as using “-tion” words. Examples of the participant’s “-tion” words are 
“condemnation, commodification, representation, conscription, fascination, modification.” For the 
participant, these words also represent “colonisation techniques.” The “-tion” words are composited 
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over historic photographs of Aboriginal people. For example, a scene from the participant’s new 
media artwork portrays an Indigenous soldier with the text, “penetration” and the statement, “if we 
not [sic] riot, if we fight back, we become vandals and they become the law.” This arrangement of 
text is the participant’s artistic method of creating a condensed narrative on the legacy of 
colonisation.
Participant B: Skype™ Interview 28th March, 2013
For Participant B, responding to the legacy of colonisation is a retrospective experience that is 
complicated by personal heritage. For example, when discussing her response to the legacy of 
enslavement, the participant said:
In a way the film is about ancestry, but not in a kind of like, Oh, our Ancestors were so 
wonderful, but to look at where we are now as people in the Diaspora, particularly in what’s 
called the new world where we were slaves on the land and our ancestry’s complicated 
because of slavery. All of us will have some European ancestry, African, maybe native 
American and some South East Asian as well. So our ancestry is quite complicated and the 
psychology because of our ancestry is complicated. 
These comments indicate that the participant has come to terms with her mixed heritage. This 
acceptance leads her to assert other aspects of her identity. For example, the participant incorporates 
a queer perspective in her creative practice. The participant said:
When we speak about the postcolonial and offering another kind of gaze; it’s usually very 
male and very straight, I think, anyway. So in my work, I always try to queer it. ... And there 
were certain stories that I thought weren’t being told, or being told from a subjective 
perspective from a woman of colour position or a queer person of colour positioning.
By devising artistic strategies to accommodate a queer gaze, the participant presents a queered 
portrayal of Other. The participant perceives that her queering of the film does not limit her access 
to audiences. The participant said: 
I guess my guiding principle is to not exclude people. But to invite people into a world they 
know nothing about. And, I am not assuming because you’re of colour, you will know the 
world. I am not assuming because you’re queer, you will know the world even though they 
might deal with those sorts of subjects. So it [her practice] allows access to people who aren’t 
queer or who aren’t of colour.
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The participant’s motivation to invite people into her world influences her artistic methods of 
portraying legacy. For example, the participant constructs re-enactments of re-imagined histories 
that are accompanied by either a narration or a discussion on screen. This strategy creates a 
discursive response to legacy. In addition, the participant claims that the treatment of Other in the 
context of a queer representation requires a queer director to construct scenes with a queer 
sensibility. The participant said: 
It’s to do with the kinds of stories, but also the perspective of the stories so in a way [her film] 
could not have been done by anyone except a queer person of colour. So in a way, anybody 
can tell these stories, but it’s in the construction and the perspective and a certain kind of 
rhythm and the positioning of the subject and the gaze and, also access to certain kinds of 
bodies are only possible if we are making those films, I think anyway.
As the treatment of the body is a priority for the participant, her artistic practice focuses on 
constructing gesture and tableau. Her creative process also involves researching historic 
representations of Other. The participant said, “Our culture, if it has been documented, it’s usually 
for medical or ethnographic reasons, and so I’m quite wary of using found footage or things like 
that so I recreate my footage.” As the participant feels that the archival materials are influenced by 
colonial ethnography, her key artistic method involves creating re-enactments in the moving image. 
The participant said, “It’s giving me power and it also means that I’m not paying some white 
institution to get images of my Ancestors.” The participant is also motivated to explore how the 
body expresses and conceals cultural references in the context of legacy. The participant said:
There was lots of abuse as well. That’s all in our bodies and in our minds and I wanted to kind 
of deconstruct that in a simple way that people could feel it rather than think. ... it’s little 
gestures, little gutturals, these things we kept for four hundred years when the owners and 
colonisers didn’t know we kept them because they were kind of under the radar. I’m always 
interested in that under the radar stuff. That’s our secret. I bring that out because that is us 
[African Diaspora], that is truly us.
For the participant, responding to legacy through the body is important as the body is a repository 
of memories and culture. The participant said; 
West Africa, like Nigeria, Congo, Ghana, you know the Gold Coast around there; when you 
see people laugh, we do the same things, the same way. You know that laughing, the shaking 
the head, the clapping the hands. The cut-eye [sic] we do that. You know what I mean? 
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There’s some things they couldn’t beat out of us. They could not beat out of us. We kept them 
in our bodies.
For the participant, the body also represents the history of resistance to oppression. Accordingly, she 
is interested in incorporating cultural ceremonies in the moving image. The participant said, “I want 
to take that [language, gesture, music, drumming, voice, accent] out of the family and put it up there 
[on the screen].” Re-imagining ceremonies that are accompanied by narrations or discussions are 
ways in which the participant attempts to dismantle the stereotype of the mystic Other. 
Participant C: Skype™ Interview 24th February, 2013.
This participant’s legacy responses are shaped by her identity as “an outsider/insider.” In other 
words, she is an African living abroad experiencing British and Northern European cultures but not 
feeling integrated into either locality. The participant said:
I think leaving my place of birth at four, there were key memories there and living in a 
country where you are far from that, that’s Kenya so you are foreign, you are always being a 
foreigner. And then traveling to England where you’re visibly a foreigner. Where there’s 
always been that sense of; yeah, that sense of not from here but you live here. I think that 
always gives you a kind of dual perspective really.
The “insider/outsider” experience is reinforced when the participant is confronted with questions on 
the political and economic troubles in her homeland. The participant said, “I know something does 
come up, which is like a frustration of having to describe where you live. ... I think that’s a part of 
the reason why I got into media [film] was to find the tools to paint pictures to reveal where I live 
cos the photographs didn’t seem to work.” For the participant, the moving image can be used as a 
“tool” to “break new ground, challenge and somehow inspire” by “bringing a fresh eye” to stories 
that relate to Uganda [her birth place] and the legacy of colonisation. The participant is motivated to 
contest the stereotyped representations of Other that continue in the international media. The 
participant said: 
I think probably growing up, which a lot of people of colour would probably resonate with 
you [the researcher] are; when you are growing up in a world where the media perpetuates 
stereotypes for whatever motivation. I think as an artist filmmaker I feel the need to try to get 
out of that and deal with complexities of my world as I see it, of the world where I have lived, 
so yeah, I’m breaking stereotypes in terms of creating something broader. Making something 
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I feel is more honest, of course that’s only my perspective, somebody else may not feel the 
same. And to go deeper because, yeah, I guess I put it like that.
For the participant, a “more honest” rendition integrates the personal stories from her community, 
which she perceives are stereotyped by Western media. The participant said:
I always wanted to create work that people can relate to on a very personal level. And 
maybe that’s a result of breaking stereotypes cos you got to go beneath the surface so what 
I’m hoping is that whatever I produce, one can say, oh that could be me, or that could be my 
brother, or that could be my sister, that could be my mum.
By emphasising subject and subjectivity, the participant seeks an emotional connection between her 
characters and an audience. This strategy responds to the legacy of objectifying Other. In addition, 
the participant develops strategies to shift the notion of Other to Us. For example, the participant’s 
narratives focus on the lives and relationships of young people in contemporary Uganda, such as a 
house-maid, a child soldier, and a hip-hop dancer. In addition, the participant hires local Ugandan 
actors from her community who have experienced the Ugandan civil war [1986-2012] and 
insurgencies. Engaging local stories and actors creates social realism in the moving image.
As the participant constructs the moving image, she is influenced by her sense of 
responsibility to produce positive portrayals of community. For example, the participant’s work 
expresses optimism for the future of her local community. This is achieved by incorporating 
Ugandan contemporary arts into her work such as hip-hop musicians and dancers to represent 
Uganda’s creative vibrancy. The participant said:
The responsibility is there because, well we don’t place it on every filmmaker of colour, but 
we do feel a sense of responsibility to create stories that take us in a more positive direction. 
Doesn’t mean that they have to be positive stories necessarily, not showing any negativity, 
but, I know, I think, there are enough films that do not represent positive images, and there are 
enough films out there so why add to it. It doesn’t feel; it doesn’t make sense for us to do that, 
but of course it’s only our perspective. Somebody else might watch the work and say 
something else though.
However, her goal of connecting to new audiences is hindered by financial constraints. The 
participant said that there is “no national funding” in Uganda for film projects. As a result, the 
participant relies on funding outside of the African continent. The participant said:
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In a sense as filmmakers from the [African] continent haven’t convinced producers outside of 
our experience that our stories are worth telling, it’s kind of like a double challenge. It doesn’t 
mean it’s not possible it just means that there’s, you know, there’s a little bit of a challenge in 
that sense. But one can’t let that stop you and one can’t look at that barrier and not do 
anything so we’re still gonna get stories made, it’s just sometimes it does get a little 
frustrating because one has to convince somebody that your story’s worth telling. ...There is a 
thirst, there is an interest. Unfortunately there is an assumption maybe in the mainstream that 
they’re [African films] different or too quirky they won’t get it. But I think that’s slightly 
pessimistic.” 
The conundrum for the participant is that as she incorporates local culture to resist the stereotypes 
of Other, she marginalises her creative practice as the productions have limited marketing and 
distribution potential. On the other hand, supplying the market with moving images that lack 
cultural diversity limits opportunities for people to engage with the contemporary culture from the 
participant’s homeland. This situation makes it difficult to break the cycle of propagating the visual 
stereotypes of Other. 
SECTION TWO: THEORETICAL ANALYSIS OF INTERVIEW TRANSCRIPTS
The previous section of the chapter voiced the three participants’ critical standpoints that influence 
their response to legacy. This section of the chapter critically analyses the three interviews. As 
previously stated, I apply Ngugu Wa Thiong’o’s ideas about decolonising the mind through film 
(2001, 93), Ella Shohat’s postcolonial feminist film theory (2003, 57-58), Ella Shohat and Robert 
Stam’s alternative aesthetics (2008, 249) and Olivier Barlet’s esoteric and sociological gaze (2000, 
143). These theories accommodate diverse worldviews and forge links between creative practice 
and the consequences of colonisation.
Participant A
Participant A’s key principle is that colonisation is a perpetual experience. This principle causes her 
to resist any government institutions that she experiences as attempting to assimilate her into their 
structures. Her resistance to assimilation exemplifies what Ella Shohat and Robert Stam describe as 
the “rooted existence” that rejects outside influences as a way of protecting her cultural territory and 
preserving her cultural identity (Shohat and Stam, 2012, 88). In addition, M.A. Jaimes Guerrero 
asserts that being rooted into territory and culture reclaims cultural identity by ensuring an 
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Indigenous homeland exists (Jaimes Guerrero, 1998, 432). I argue that the participant’s homeland is 
her creative and cultural practice. 
The notion of perpetual colonisation is fostered in the participant’s websites and exhibitions 
that attract artists who share her point of view as they establish creative and culturally identifiable 
territories. However, collaborating with people who share similar political standpoints limits the 
discourse that influences how the artist responds to the legacy of colonisation. In addition, I argue 
that the notion of perpetual colonisation restricts the participant’s ability to carry out Ngugu Wa 
Thiong’o’s (2001, 93) decolonising the mind through film. As a result, the participant does not 
employ what Ella Shohat refers to as the “internal self-questioning” of her personal position, culture 
and history in the context of legacy (Shohat, 2003, 57-58). As a result, the artist’s narratives focus 
on international and national histories. The intention of healing through the arts indicates that she is 
attending to her sense of social justice as she conducts what she understands to be transformative 
work in her community. The details of her practices with the community are not discussed by the 
participant.
The participant’s responses through her practice to legacy depend on where she is situated. 
When she is working within the community, she responds by facilitating healing through the arts. 
When she is working outside of her cultural ‘territory’, she is focused on resisting the stereotyped 
representations of Other. These two operations employ different artistic methods. It is not possible 
to discuss her healing work as these Indigenous practices are confidential. However, it is possible to 
examine the creative methods that the participant uses in works that contest the representations of 
Other.
The first artistic method is film montage. As previously discussed, the participant edits scenes 
from popular culture to draw attention to what she perceives are examples of colonisation. 
However, this artistic strategy can be problematic. Jörg Schweinitz asserts that Hollywood films are 
complicated by the effects of nostalgia (Schweinitz, 2011, 22, 262). In addition, Christy Burns 
states, “if nostalgia is the backward glance of longing, it carries remembrance of pleasure, mixed as 
it is with an experience of loss” (Burns, 2013, 219). The memories associated with nostalgia in film 
can influence how the material is understood by audiences. The issue of nostalgia requires the 
participant to carry out precise edits that create a Brechtian alienation to hinder any emotional 
engagement with the drama contained in each scene. An example of this Brechtian technique is 
Tracey Moffatt’s Lip (1999) [as previously discussed on page 35]. In addition, the aesthetic of the 
moving image expressed through the Hollywoodcentric material directs how the audiences 
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emotionally engages with it. As a result, the participant must overcome these influences to assert 
her point of view. 
The second artistic method that the participant applies in practice is the use of “-tion” words. 
As previously discussed, words such as “penetration,” “condemnation” and “commodification” 
appear on screen. The text is a condensed narrative. Forging links between the meaning of the text 
and the accompanying images requires an audience to understand the context of history, her 
selection of nouns, and legacy. 
Participant B
Participant B’s first principle is that identity has been complicated by colonisation. Stuart Hall 
asserts that identity emerges from “retelling of the past” and must be contextualised with a person’s 
culture, history and perception of self (Hall, 2000, 704-705). As the participant re-imagines history 
through her creative practice, she is reclaiming her identity. The participant re-imagines history by 
constructing moving images that she defines as “Queer Third Cinema.” This reference to Third 
Cinema links her practice to the history of Third Worldist filmmakers who focus on the narratives 
of colonised people of the global South. However, the participant advances this historic practice by 
incorporating a queer feminist identity and perspective, and by interrogating legacies on sexual 
repression within the marginalised communities of Other. The participant engages Murat Aydemir’s 
notion of “sexual-racial identity” as a response to the stereotype of “racial non-sexual 
identity” (Aydemir, 2010, 10). Examples of racial non-sexual identity are the stereotyped characters 
of African-American mammies and domestic servants in Hollywoodcentric films. The participant 
expresses her sexual-racial identity on screen through self-portraiture and by discussing the legacies 
of sexual repression in the context of colonisation. As a result, the participant resists the stereotyped 
representations of Other. 
The second principle of the participant is “not to exclude people.” She presents stories from 
“under the radar” that are the testimonies of elders from her family. For example, the participant 
discusses an incidence of physical abuse that she received as a child in the context of a culture of 
excessive violence that occurred in the home. The participant traces the origins of severe 
punishment that was executed in the family home to the history of brutality that enslaved people 
endured on the plantations. This principle exemplifies Ella Shohat’s “internal self-questioning” as 
the participant creates works that examine her personal issues that have arisen from colonisation, 
which the participant refers to as “hidden stories” (Shohat, 2003, 57-58). In other words, the 
participant is motivated to respond to legacy by carrying out self-reflexivity. In addition, the 
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participant’s work discusses shame and its debilitating effects on colonised people. This 
participant’s practice employs Thiong’o’s (2001, 93) notion of decolonising the mind through 
filmmaking by focusing on the complexities of legacy without attributing blame to either the 
coloniser or the colonised.
As the participant engages with legacy she is inspired to rediscover and reclaim elements of 
her cultural heritage. She documents these discoveries as part of her response to legacy in her 
artistic practice through rituals and ceremonies that she re-imagines and re-enacts on screen. The 
rituals acknowledge the artist’s worldview as she provides a space for Ancestral presence in the 
moving image (discussed below). As a result, the work exemplifies Ella Shohat and Robert Stam’s 
alternative aesthetics by combining a Brechtian aesthetic with non-Western cultural elements such 
as African rituals to present her counter-narrative on colonial history. (2008, 249). However, the 
inclusion of rituals coupled with scenes of naked Other can evoke the ethnographic gaze. 
At the same time, the artist’s re-enactment of rituals accommodates what Olivier Barlet refers 
to as the “esoteric and sociological” gaze (Barlet, 2000, 143). For example, her libation ceremony 
facilitates a space for Ancestral presence in accordance with her worldview and that of her local 
African Diaspora audience. In summary, the participant’s response to legacy involves rediscovery, 
reclaiming, and re-enacting rituals from cultural heritage. As a result, the legacy is re-imagined 
through cultural practices that are choreographed in contemporary ways to resist the stereotyped 
representation of Other. 
Participant C
Participant C’s key principle is to present personal stories from her culture that resist stereotypical 
representations of Other. This principle is influenced by her sense of identity as “an outsider/
insider” that enables her to move through Nakata’s cultural interface as she experiences and 
negotiates two worldviews (Nakata, 2008, 199). These two worldviews are Western and Ugandan. 
However, this ability to move freely as a Diaspora through cultures can cause tensions. Ella Shohat 
and Robert Stam claim that the African Diaspora experience motivates the artist to engage in the 
politics of postcolonialism as they experience the “burden of representation” in the context of 
feeling privileged, as she has access to art facilities in Europe (Shohat and Stam, 2012, 42; 2008, 
182). 
This burden of representation is acknowledged by the participant. As a result, the participant 
attempts to incorporate Thiong’o’s notion of “decolonising the mind” through filmmaking into her 
practice (2001, 93). Her strategies to carry out this task involve creating “positive” narratives and 
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representations of Other. This is a direct response to what she believes are the media’s “negative” 
portrayals of African society. As a result, the participant devises a social realism aesthetic in the 
moving image, presenting life on the streets in Uganda to connect audiences with her homeland. 
Her film shows contemporary Ugandan life in densely populated suburbs where local communities 
endure impoverished conditions. Amid the struggles of daily life, the film focuses on the vibrant 
and supportive communities where people protect one another from potential of street crimes and 
gang violence found in the urban environment. These experiences are presented through the point of 
view of the local characters. In doing so, the participant connects audiences to her community as 
she attempts to transform the notion of Other to Us in the context of the legacy of colonisation. 
In addition, the participant also attempts to dismantle the ethnographic gaze by presenting 
contemporary Africa’s creative pluralism. For example, the participant includes African hip-hop, 
contemporary music and dance genres to demonstrate the modernity of Uganda. These cultural 
elements are portrayed in scenes of breakdancing at local community dance performance 
competitions.  
Conclusion
This chapter discussed the interview transcripts of three women visual artists who employ the 
moving image to respond to the legacy of colonialism. The participants’ artistic practices are 
influenced by principles and motivations that are informed by diverse critical standpoints on legacy. 
As a result, the artists’ produce a variety of re-imaginings of histories. Their responses to the 
stereotyped representations of Other are derived from critical standpoints on legacy. Participant A’s 
sense of continued colonisation leads to the creation of general narratives on legacy. The aesthetics 
are derived from repurposing materials from popular culture and from integrating text. Participant 
B’s desire to rediscover and reclaim cultural rituals, assert sexuality and share secrets results in 
narratives and aesthetics that are expressed through the body and cultural ceremonies. Participant 
C’s sense of dual cultural identity and the burden of representation produces narratives and 
aesthetics of social realism from Africa. 
The following chapter continues to interrogate the relationships of creative practice and 
legacy. The chapter focuses on the production of Sankɔfa Dreaming. In doing so, the research 
documents the trajectory of creative practice. In addition, the chapter analyses the artistic and 
critical strategies and artist methods that are employed to resolve issues and tensions that occur 
during production.
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CHAPTER SIX
ANALYSIS OF CREATIVE PRACTICE: SANKƆFA DREAMING, RESPONDING TO LEGACY
Introduction
This chapter discusses the creative practice component of the research project that is the production 
a set of six moving image artworks and the exhibition entitled Sankɔfa Dreaming held at The Block, 
QUT Creative Industries Precinct in July 2014. Investigating creative practice in the studio informs 
the research with an explanation of the nuances, tensions and motivations that are not apparent in 
the final production that is screened to an audience. This process creates a set of data on the ways in 
which the artist [myself] incorporates language, passing, testimony, self-portraiture, re-enactment, 
gesture, cultural artifacts and archival materials in the moving image. These materials relate to 
legacy as they have been subjected to the ethnographic gaze. As a result, these materials become 
tools for rediscovery and reclaiming the artist’s re-imagining of history. In addition, the materials 
are used to resist the stereotyped representations of Other and to assert the artist’s political 
standpoint. 
The chapter consists of two sections. The first section of the chapter discusses the trajectory 
of tensions and motivations that influence the aesthetics and narratives of the work. In addition, this 
section interrogates the artistic methods including Re-imagining Legacy, and the cultural strategies 
and critical standpoints employed in producing the moving image. Re-imagining Legacy, as 
previously discussed in the Chapter Two involves selecting a legacy to interrogate through creative 
practice. When the first work of the series is complete, it will identify the critical standpoints that 
have influenced the artist’s creative practice. This awareness informs the proceeding work. The 
second section of the chapter discusses the curatorial strategies of the exhibition then analyses the 
creative practice outcomes. This analyses primarily applies Ngugu Wa Thiong’o’s (2001, 93) notion 
of decolonising the mind through film, and Olu Oguibe’s (2004, 32-44) idea of the global artist’s 
“postcolonial predicament” in the context of responding to legacy.
Point of Departure for Creative Practice 
Sankɔfa Dreaming (2014) responded to the legacy of domestic enslavement. The point of departure 
for Sankɔfa Dreaming (2014) was my research into the history of the exile of people from their 
homelands in Ghana [formally known as the Gold Coast colony] during the trans-Atlantic slave 
trade [1440-1870]. In addition, I researched domestic enslavement in the British colonies in West 
Africa. According to Paul, E. Lovejoy, as the abolition treaties in the British Empire banned the 
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export of slaves in 1833, the British government provided exemptions for the “domestic slave 
trade” in its colonies (Lovejoy, 2000, 246-247). As a result, Ghanaians were oppressed by post-
abolition legislations such as the Native Jurisdiction Land Bill, 1897, and the Compulsory Labour 
Ordinances of the Gold Coast Colony (Casely-Hayford, 1903, 320). This legislation is critiqued by 
my great grandfather J.E. Casely-Hayford in his publication, Gold Coast Native Institutions with 
Thoughts upon a Healthy Imperial Policy for the Gold Coast and Ashanti (1903). Phillip Morgan 
attributes the oppression of West Africans during the British colonial regime [1874-1957] to what 
he describes as “subjecthood”, meaning local people became ‘subjects’ [not citizens] of the British 
Empire (Morgan & Hawkins, 2004, 23). This history of oppression and subjecthood unsettled me as 
I reflected on my Ghanaian heritage and my family’s involvement in the struggle for independence 
of Ghana [discussed below]. 
As I continued my research, I stumbled on an archival document known as the Firminger 
Scandal of 1891. I sourced the document from the London University’s School of Oriental & 
African Studies [SOAS] archival library. The Firminger Scandal (1891) refers to the confidential 
correspondence between Governor Sir Frederick Mitchell Hodgson and Governor Brandford 
Griffith from 17th February 1890 until 12th February 1891. Both men were British colonial 
administrators of the Gold Coast [Ghana]. The correspondence discusses the enslavement and 
sexual abuse of a young Foulah girl called Fatima, who was purchased by British colonial officer 
Reginald Firminger in the town of Salagah in 1887 at the slave market in the Gonja district of the 
Gold Coast colony [Ghana](Hodgson, 1890, acc no. SAL/72/1; Griffith, 1891, acc. no Sal/73/1; 
Firminger, 1887, Sal/39/1, 13-14) [see Appendix 6]. 
As the emerging pan Africanist political movement was partitioning the British Government 
for land rights and self-governance (Geiss, 1974, 65-76) there was a possibility that public scandals 
could undermine the authority of the British colonial administration, I have argued that the 
document was deemed confidential (Geiss, 1974, 65-76). There was a possibility that public 
scandals could undermine the authority of the British colonial administration. My family have been 
involved in the Pan-Africanist and independence movement in West Africa. During the 1890s, my 
Ghanaian great-grandfather, J.E. Casely-Hayford who was a barrister, petitioned the British 
Government for the political self-determination and land rights of the Indigenous people in the 
British Gold Coast colony (Casely-Hayford, 1903, 230, 1913; Geiss, 1974, 65-76). J.E. Casely-
Hayford questioned the legitimacy of colonial rule and scrutinised racial and political relations 
between Africans and European in his publications, The Truth about the West African Land 
Question, (1913) and Ethiopia Unbound (1911). My grandfather Archie Casely-Hayford continued 
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J.E.’s mission of agitating the British Colonial Administration for Ghanaian independence as Archie 
Casely-Hayford worked with political activist Kwame Nkrumah from 1930s till the 1950s. As a 
result of my family’s involvement in resisting political oppression during this era and my discovery 
of the Firminger Scandal (1891) correspondence, I was motivated to respond to the Firminger 
Scandal (1891) through my creative practice. In doing so, I believed I was forging links between the 
political resistance of the past and my creative practice today.
DISCUSSION OF CREATIVE PRACTICE PROCESS
RE-IMAGINING HISTORIES: RESPONDING TO THE LEGACY OF DOMESTIC 
ENSLAVEMENT
FILMS 1 & 2: CONFIDENTIAL DESPATCH RESPONDING TO ARCHIVAL MATERIALS & 
TESTIMONIES & FAMILY HISTORY
As previously stated, the Firminger Scandal (1891) was the point of departure for my first creative 
work that responds to the legacy of domestic enslavement. Following my discovery of the 
Firminger Scandal (1891), I contacted Ghanaian elder Akosua Agiman, who was born and raised 
under the colonial rule in Ghana. She shared her oral stories of the abuse of domestic workers and 
oppression of local people during the colonial era. Agiman gave me permission to record and 
incorporate her testimonies into my creative practice. My discovery process had uncovered two 
histories that were expressed and informed by two worldviews: that of the British administration 
and the Ghanaian elder. 
I responded to these histories by creating a set of two moving images that focused on the 
legacy of domestic enslavement. These works were designed to be shown simultaneously, on 
opposing walls in the exhibition space, to replicate the tensions of engaging with diverse histories. 
This design strategy is discussed below. I named this work Confidential Despatch. The two 
components of this work are the Fatima Panel and the Ancestor Panel.
Fatima Panel
My artistic method for constructing the Fatima Panel involved compositing layers of images into 
the moving image. These materials included animation [discussed below], text, archival and current 
photographs of the Salagah region, and texture images such as torn antique paper. The compositing 
process created an aesthetic of decay and rediscovery that replicated my experience of sifting 
through historic materials. As I engaged with materials on enslavement, I felt the need to place 
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myself into the work as a way to express my abhorrence of the illegal enslavement of Fatima. This 
was achieved by shooting separate footage of myself in front of a green screen and layering it into 
the digital film. In addition, I incorporated the original correspondence of the Firminger Scandal 
(1891) that I believe is the evidence of the abuse of Fatima. 
During the formative stages of developing a representation of Fatima, I imagined the way in 
which Fatima was perceived by the British authorities as a domestic enslaved person. This process 
was informed by my additional research into the slave trade, such as bell hooks’s critical writings 
on the history of oppressed [African women] and oppressor [slave trader/master] bell hooks states:
To justify breeding, the institutionalized sanctioning of ongoing rape of enslaved black 
females to produce future labourers, white supremacist patriarchs had to position the black 
female in the cultural imagination as always ‘ sexually suspect.’ ... Marked by shame, 
projected as inherent and therefore precluding any possibility of innocence, the black female 
body was beyond redemption (hooks, 1998, 69).
hook’s assertion that enslaved women were objectified and shamed influenced the way in which I 
constructed a representation of Fatima. I created a lifeless doll-like 3D animation of Fatima to 
represent the way in which Fatima was an object for Firminger’s pleasure. Animation provided me 
with an opportunity to stamp the body with archival text from the Firminger Scandal (1891). For 
example, I inscribed Hodgson’s statement on the purchase of Fatima, “for £6: 10, when he 
[Firminger] was in Salagah in 1887, and it appears that she lived with him as his mistress until his 
departure from the Coast (Hodgson, 1890)” across Fatima’s forehead. The text inscription dissolved 
into symbols of domesticity and maps of colonial slave routes. The skin of body becomes a canvas 
where different interpretations of legacy are presented. These versions of the past are conveyed 
through the iconography of the Adinkra and Firminger text. I call this artistic method of applying 
the narrative to the body as textual skinning.  As a result, the narrative of the legacy of domestic 
enslavement of Fatima was expressed through the combination of the archival text and the re-
imagined body and gestures of Fatima as she wandered across the screen in what appeared to be a 
confused state. In addition, the textual skinning symbolically expressed the way in which legacies 
emotionally scar people.
Ancestor Panel
The second component of Confidential Despatch was the Ancestor Panel. I wanted to replicate the 
notion of secrecy of documents and the privilege of understanding another language in the context 
66
of the Firminger Scandal (1891). As I result, I produced another re-imagining of Fatima’s plight, 
expressed through the Adinkra language system from Ghana [see Appendix 4]. The Adinkra 
symbols were created by employing the same artistic method of compositing textures and images 
into the digital film. However, the textures referenced the objects that are commonly inscribed with 
Adinkra symbols in Ghana, such as wood, brass and stone. There were no subtitles for the work, as 
I replicated the confidentiality to historic records. This strategy created a sense of confusion for the 
audience that I imagined was experienced by Fatima [see Appendix 6].
The Ancestor Panel also presents a series of images of African women decorated with 
Adinkra to symbolise the resilience of the enslaved women. The same artistic method of textual 
skinning was applied to create these images. Following the production of the Fatima Panel and the 
Ancestor Panel, I composed and produced the soundscape that incorporated Akosua Agiman’s 
rendition of the legacy of enslavement: African drumming and discordant electronic sounds. These 
sound elements expressed the tension that I imagined was experienced by Fatima. In addition, I 
designed an exhibition space to express intensity and confusion. This was conceptually derived by 
projecting the moving images on opposing walls in a contained darkened space, and locating the 
audience between the two screens. 
In addition, the synchronicity of the actions on the two screens created an impression that 
Fatima could not see the audience as she interacted with the Ancestor Panel. I called this strategy 
‘through-gaze’ [see image below, page 69]. This design replicated the sense of objectification that I 
perceive was experienced by domestic enslaved people. Both screens present different versions of 
historic events. Placing the audience between the two artworks creates a sense of discomfort and 
urgency as the two interpretations of the past are screened simultaneously. This positioning of the 
audience between the artworks reflects the dilemma of encountering different interpretations of 
legacy.
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Design sketch of through-gaze construction for the panels of Confidential Despatch
Analysis
Confidential Despatch (2014) presents the initial artistic intricacies produced when responding to 
legacy primarily through animation and compositing layers of text and images into one digital film. 
Employing animation as an artistic method resists the stereotyped representations of Other by not 
portraying a women actor in submissive and disempowering gestures that are associated with 
enslavement. Animation is not as evocative as the human body. The mechanical animation creates a 
puzzling image of the body of Other, which attempts to reverse the ethnographic gaze as it is 
inscribed with text from the colonial document [see image below, page 70]. 
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Fatima Panel of Confidential Despatch:
Animation of Fatima showing textual skinning and willful placement of artist
Fatima Panel of Confidential Despatch: stills of scanned image of the original archival correspondence.
The aesthetic of decay and discovery is created by layering texture files over photographs, and 
scans of archival materials in the scenes [see image above]. In addition, the artwork incorporates the 
Adinkra cultural symbols. This artistic approach typifies Robert Stam and Ella Shohat’s “alternative 
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aesthetic” by applying multiple artistic techniques and styles to create works that resist colonial 
renditions of history (Shohat & Stam, 2008, 249) [see image below]. 
Ancestor Panel Adinkra symbols combined with decorated images of African women
The narrative is conveyed primarily through gesture, soundscape and archival material and 
Adinkra across two screens. Comprehending the narrative is compromised by the audience’s ability 
to understand another worldview that is expressed through the Adinkra and drumming patterns. 
Confidential Despatch attempts to decolonise the mind through film by interrogating the actions of 
the coloniser, and by integrating and thereby legitimising, the Adinkra that signify the worldview of 
colonised people. In addition, the Adinkra present a series of proverbs that discuss another re-
imagining of legacy [see Appendix 4]. According to Bagele Chilisa and Gaelebale N. Tsheko:
In predominantly oral societies, metaphorical sayings, stories, songs, and proverbs serve as 
the literature, words of wisdom, commentaries on events and behaviors, and socialization 
instruments for youth and adults. Proverbs are used as a tool to describe and express social, 
cultural, natural, and other events and practices; pass on rich cultural traditions; transmit 
folklore; and communicate expected codes of behavior. In the proverbs, we find 
philosophical and theoretical frameworks in which we can ground research that builds on 
the community’s value systems to inform program interventions that address the needs of 
the people. Metaphors are used as the substitution of direct words that would have been 
regarded as disrespectful, offensive, or taboo by a cultural group (Chilisa and Tsheko 2014, 
227).
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Although the reading of these cultural elements requires specific cultural knowledge, the inclusion 
of them as storytelling devices are important ways in which the decolonising process occurs, as 
these elements are legitimised by their inclusion in the artwork. Re-imagining legacy was 
influenced by the notion that the written word of the coloniser was privileged over the testimonies 
and symbolic language of the colonised. I realised through my Re-imagining Legacy method that 
testimonies have the potential to become interventions for responding to legacy. This idea became 
the point of departure for the next work of the series.
FILM 3: AKOSUA DREAMING: RESPONDING TO LEGACY THROUGH TESTIMONY
The second work of the series Akosua Dreaming (2014) responded to the legacy of domestic 
enslavement expressed in the testimony of Akosua Agiman. According to curator and cultural 
historian Gus Casely-Hayford3, testimony is part of an oral story tradition from Ghana that 
continues to “provide deep and fulfilling historical investigation” (Casely-Hayford, 2012, 322). 
Although Agiman spoke in Ga, her first language, the tone of her voice communicated her 
emotions [see Appendix 4]. As a result, I argue that was possible to understand her attitude on the 
subject. Agiman’s testimony interrogated the abuse of children of the domestic enslaved who were 
institutionalised through the missionary system in Ghana. According to Agiman, children who were 
sent to missionary schools did not initially speak the coloniser’s [English] language. Agiman’s 
school discouraged local languages. Lessons were taught in English.  As a result, children such as 
Agiman struggled in the colonial education system. Beth Blue Swadener and Kagendo Mutua state 
that “linguicide” of indigenous languages occurs when the “hegemony of English and other 
globalized languages” marginalise indigenous languages (Swadener & Mutua, 2008, 17). Speakers 
of indigenous languages “feel pressured to write in English when many indigenous concepts do not 
accurately translate if they translate at all into English or other European languages” (Swadener & 
Mutua, 2008, 17). Agiman’s experience exemplifies this legacy.
When I was producing Akosua Dreaming (2014) I was aware of the work of experimental 
filmmaker and scholar Assia Djebar [b.1936] who claims that “language is not only a means of 
communication”, it is a “means of transformation” because it is the “sound of [her] 
origins” (Djebar, 2004, 114-116).  Akosua Dreaming (2014) responds to the legacy of 
marginalisation of languages. The sound of Agiman’s language is experienced without the 
distraction of voice overs or subtitles so the audience ‘hear’s her origins. The film experiments in 
conveying stories through an indigenous language system without providing the agency of subtitles. 
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3 Disclosure: Gus Casely-Hayford is my uncle. 
I acknowledge that this artistic strategy can alienate some audiences engaging with the work. 
However, the lack of subtitles draws attention to the way in which the diversity of language has 
been reduced by colonisation, and the way in which some audiences expect or rely on the authority 
of another language to make meaning at the cultural interface. 
 When developing a strategy for a visual representation of testimony, my primary cultural 
concern was subjecting Agiman to the ethnographic gaze. I resolved this issue by excluding her 
‘body’ from the film. I call this artistic strategy, “willful absence” whereby Other is not portrayed in 
the moving image. In doing so, I resisted the stereotyped representation of Other. The absence of 
the body on screen drew the attention to Agiman’s voice. In addition, the drumming soundscape 
provided a culturally appropriate function of supporting Agiman’s chants of invocation to the 
Ancestors (Pemberton, 2000, 5-7).
Akosua Dreaming: presentation of Adinkra symbols
The artwork presents an animation of shimmering blue light that occupies the entire frame 
[see image above]. This blue surface represents the Atlantic Ocean which was used as the main 
shipping route for the slave trade. I created 2d animation with slow dissolve transitions of the 
Adinkra symbols. These symbols form Adinkra proverbs that support Agiman’s testimony. The last 
scene of the work portrays long shots of the ocean. The time length of these shots allows for 
contemplation of Matta Watti, the African spirit of the water who returns the enslaved souls of those 
lost at sea. Providing this scene acknowledges Agiman’s worldview. The ocean shore is a significant 
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location in the context of the legacy of domestic enslavement as it represents the place of exile as 
free people were loaded as human cargo and shipped to the Middle Passage as part of the slave 
trade. As the scene fades, I appear on screen reaching into a blue plasma surface to acknowledge my 
respect for the elder’s story. 
Analysis
The narrative of Akosua Dreaming (2014) is Agiman’s testimony. The aesthetic of contemplation 
creates the cadence and intonations of the voice, the ambient soundscape and the silken blue 
textures on screen. The strategy of willful absence resists the stereotyped representation of Other. 
The work contributes to decolonising the mind by presenting a testimony of an elder. Agiman 
discusses legacy and offers ways in which consequences can be resolved by accepting the past and 
embracing the blessings in the present. The inflections in the voice and soundscape indicate that the 
work is commemorative. In addition, the appearance of the Adinkra symbols form proverbs that 
articulate her story. Incorporating the Adinkra symbols with the testimony contributes to the 
decolonising the process as it focuses on the storytelling techniques of Agiman’s culture. 
This testimony is not translated by way of subtitles or narration. This limits the audience’s 
ability to comprehend the narrative. As a result, the focus of the work becomes the ritualistic 
components of the work that are the Adinkra symbols, Agiman’s voice, and the drumming. As 
previously discussed this experimental strategy can alienate some audiences. However, my priority 
in this work was to centralise Agiman’s language and to activate ritual in the exhibition space. I 
acknowledge that the drumming composition is in danger of evoking the nostalgia of 
Hollywoodcentric films that present stereotyped African mystic tropes. My use of these drumming 
patterns is an attempt to reclaim, repurpose, and integrate them into my practice. Otherwise, these 
sounds remain ghettoised by their links to stereotyped Hollywoodcentric archives. Re-imagining 
legacy through Akosua Dreaming (2014) re-affirms my critical standpoint on the value of testimony  
as a means of responding to legacy in creative practice. As a result of Re-imagining Legacy through 
testimony, I became interested in creating a new work that excluded utterances and to explore a new 
way to respond to the legacy of domestic enslavement. 
FILM 4: PITH: RESPONDING TO LEGACY THROUGH SELF-REFLEXIVITY & PASSING
Pith (2014) focused on the legacy of passing for children of mixed heritage, the coloniser and the 
colonised. As previously stated, passing refers to a person belonging to a discriminated group and 
being able to pass into a privileged group (Encyclopedia of Identity: Passing, 2014). I am able to 
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‘pass’, but the ability to ‘pass’ subjects me to listening to racist comments by people who assume 
my identity as white. 
Pith: still of gestures responding to passing and identity
My key artistic strategy for Pith (2014) was to create two versions of myself to express the 
experience of passing. This was achieved by filming myself against a green screen and 
superimposing the scenes onto one digital film [see DVD 1]. The coloniser was symbolised by 
myself donning a pith hat and flicking a cane [see image above]. My painted black and white face 
signified racial segregation. The second representation was a contemporary version of myself. I 
smeared the paint on my face to symbolise the merging of heritage to release the tension of passing. 
However, the past cannot be erased. The image of the coloniser remained on screen as the legacy 
prevailed. This tension of passing was also expressed through the soundscape of a discordant piano 
composition and syncopated African drumming patterns.
Analysis
Pith (2014) subverts the notion of Other by presenting a ‘passing’ body. The narrative is expressed 
through the repetition of gesture. The black background draws attention to the gestures on screen. 
The haunting aesthetic of the work is achieved by the body emerging from the darkness onto the 
screen, the discordant soundscape and the carnivalesque gestures on screen. This carnivalesque 
style references the 1920s -1950s Ghanaian “concert party that was modeled on the vaudeville 
minstrelsy”, which became “Akanised” and indigenised by the local Fante’ communities (Barber, 
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Collins, & Ricard, 1997, 7). My mother Desiree Casely-Hayford and my Uncle Beattie Casely-
Hayford were involved in these performances that lampooned the British colonial administration 
and culture. Pith (2014) responds to passing by presenting a metaphoric caricature of colonialism 
and the ensuing segregation and miscegenation policies. The decolonising process in Pith (2014) is 
expressed through the contemporary version of a self who symbolically releases the past by 
smearing black and white shades across their face. However, using the passing body as an artistic 
method for responding to legacy is problematic when the notion of passing is not understood by an 
audience. 
FILM 5: BOOTS: RESPONDING TO THE LEGACY OF MEDIA REPRESENTATIONS
Following my exploration into passing in Pith (2014), I turned my attention to how the media 
influences the re-imagining of domestic enslavement. Boots (2014) responded to the legacy of 
domestic enslavement by examining the portrayal of domestic servants in film. According to 
Margaret Jordan, Hollywoodcentric images of the mammy and the house-boy evoke the memory of 
domestic enslavement as these occupations evolved from enslavement of African Diaspora people 
(Jordan, 2004, 19). Jordan asserts that these images are understood beyond their cinematic tropes 
because these portrayals imply that servitude by Other is the “natural order of things” (Jordan, 
2004, 19). In addition, Jordan states that the presence of servants in Hollywoodcentric films 
provides a way to assert the status of the master through “comic relief” of ridiculing the servant 
(Jordan, 2004, 28). Jordan’s research influenced my decision to experiment with the gesture of 
servitude as a means of responding to legacy.
I applied the same artistic method of filming gesture against a green screen and 
superimposing the set of moving images into one digital film. I expressed the narrative of the work 
through gesture. I created three scenes that were portrayed simultaneously on a single screen. This 
collection of images represented generations of domestic servitude. The outer scenes portrayed the 
repetitious scrubbing of boots by hands in loose chains. This action was a visual metaphor for the 
lack of social and economic mobility experienced by domestic workers. In addition, cleaning boots 
was a reference to the shoeshine boys who were featured in Hollywoodcentric films that glamorised 
the hierarchy of privileged classes over domestic servants. For example, the dance routine Shine on 
Your Shoes in the film The Band Wagon (1953) normalises servitude as African-American Leroy 
Daniels brushes down clothes, kneels and shines the shoes of Fred Astaire. 
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My gesture in the centre screen resisted the trope of servitude that are found in 
Hollywoodcentric films as I kicked away the boots and chains [see image below]. In doing so, the 
gesture subverted what Jordan refers to as the mythology of “romantic slavecracy” between of 
Master and servant (Jordan, 2004, 167). My gesture resisted servitude as I slipped on the boots of 
the Master, shook off the shackles, removed the boots, then walk away [see image below]. These 
actions inferred that I had progressed from what Samira Kawash describes as “slavery to freedom, 
from subjection to subjectivity, from property to proprietor" (Kawash, 1997, 23). Boots (2014) 
resisted the stereotyped representation of Other by presenting a narrative of emancipation from the 
legacy of domestic enslavement.
Boots: triple scene portray show resistance juxtaposed with stereotyped images of submission
Another important element that influences the portrayal of domestic servitude in film is the 
cinematic sound. Sarita Malik and Elizabeth Stokoe assert that recorded laughter encourages 
responses of ridicule and humour in the moving image (Malik, 2002, 91-107; Stokoe, 2008, 
289-307). Similarly, Micki McElya claims that laughter recordings combined with stereotyped 
images over time influences public attitudes towards Other (Mc Elya, 2014, 253-258). Accordingly, 
pre-recorded laughter becomes a tool that promotes stereotypes as it evokes mockery.
I decided to incorporate laughter to highlight the way in which laughter contributes to the 
stereotyping of Other. The artistic method that I employed was remixing a series of sitcom laughter 
and synchronising them with the above-mentioned gestures on screen. As a result, the laughter 
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juxtaposed with the gestures of struggle and resistance to highlight the way in which the politics of 
laughter can be used in the context of the legacy of domestic enslavement. 
Analysis
The narrative of Boots (2014) responds to the legacy of stereotyped representations of Other by 
focusing on the portrayal of domestic workers in the media. The narrative is expressed through a 
series of gestures. By focusing on the feet, the work does not reference a particular group of people 
or culture. This focus is a departure in the series of work. Employing the Re-imagining Legacy 
method has shifted the focus from domestic enslavement from cultural specific locations to a 
universal enquiry. As a result, there are no cultural artifacts in the work. The aesthetic of resistance 
in the work is expressed through the gesture that defies the task of scrubbing the boots, thus 
breaking free from the oppression of domesticity. This action represents the decolonising process. 
The Re-imagining Legacy method reveals that responding to visual tropes of Other can be resisted 
by attending to the sounds of ridicule. 
FILM 6: SHIRT AND TEAPOT: RESPONDING TO THE LEGACY OF EXILE OF CHILDHOOD
The final film was inspired by my mother’s stories of domestic enslavement from her memories as 
a student in missionary schools during the colonial era in Ghana. My mother discussed the sexual 
abuse and exploitation of female students under the care of the missionary system. Their education 
consisted of ironing, cleaning, starching, and waxing wooden floors. My mother’s recollections 
exemplified Diana Jeater’s claims that African women were indoctrinated with Victorian notions of 
femaleness and domesticity as part of the colonial project (Jeater, 2004, 230-252).
Shirt and Teapot (2014) was shot against a green screen, then composited into a digital film. 
My key artistic strategy for the work was to dissect the screen into squares to present repetitions of 
mundane tasks in each section. I included objects that related to servitude – teapots and cups and a 
white shirt. In the first scene, I remained on the margins of the screen to symbolise the economic 
and political marginalisation of women in servitude. The absence of a person wearing the shirt 
implies that the legacy is attributed to institutional structures. In the second scene presented serving 
and pouring tea to express the cycle of the mundane duties of domesticity. In addition, I composed a 
melancholic soundscape that included the sounds of African children playing to signify the loss of 
childhood in the context of missionary life.
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Shirt and Teapot: timid hands move around the edge of the screen
Shirt and Teapot: expressing the drudgery of domestic enslavement
Analysis
Shirt and Teapot (2014) resists stereotyping of Other by not using shots of the entire body. Rather, 
the camera focuses on hands engaging with objects [see images on previous page]. The 
decolonising process in this work attempts to assert the universality of servitude, thus eliminating 
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the notion of colonised and coloniser. The aesthetic of despondency is expressed through the 
banality of the tasks portrayed on screen, the darkness that surrounds the objects, and the 
melancholic soundscape of melodic minor chords played on the piano. The narrative is expressed 
through the interactions of the body and objects and the above-mentioned soundscape to signify the 
exile of childhood as a legacy of domestic enslavement. 
My Re-imagining Legacy method has created a series of diverse artistic responses to different 
aspects on the legacy of domestic enslavement. Each sequential response to legacy evolves from 
focusing on specific cultural and personal legacies to increasingly general investigations of 
domestic servitude. This transition from personal to universal exemplifies the way in which the 
method of Re-imagining Legacy contributes to decolonising the mind of the creative practitioner as 
the process reveals the complexities of re-imagining histories. My final work represents a circular 
mediation with legacy as I return to personal stories of the missionary system. However, the work 
forges links between the personal experience and the universal legacy of domestic enslavement. 
This final work represents the completion of the decolonising process on this subject for me. 
SANKƆFA DREAMING: EXHIBITION DEVELOPMENT AND CURATORIAL STRATEGIES
INSTALLATION OF THE SANKƆFA
During the planning phase of the exhibition, I created an installation to accompany the film series. 
This installation presented two of the artifacts that were used in my work: the pith hat and the 
wooden Ghanaian stool with the Funtunfunefu symbol carved into the wood [see image on 
following page]. The space between the objects represented the conceptual gap that exists when 
cultures with different worldviews attempt to understand one another’s reality . This was a key 
tension that I attempted to resolve through my practice. Martin Nakata describes this space as the 
“cultural interface” (2008, 199). In addition, the pith hat in the installation signified the origins of 
the legacy of colonialism as it is an object that was worn by military and administrative colonial 
officers. The carving of Funtunfunefu is a symbol of the unity of humanity that is achieved when 
people acknowledge diversity of culture, creativity, and worldview. This is the foundational 
principle that inspires my creative practice.
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Sankɔfa installation
Exhibition: Development in the Space
As previously stated, the exhibition was held at The Block in the Creative Industries Precinct, QUT 
[see image on following page]. I retained the gallery’s open plan design to evoke a dark cavernous 
space for contemplation on the legacy of domestic enslavement expressed in Sankɔfa Dreaming 
[see DVD 1]. The two exhibition rooms at the rear of The Block are narrow tall dark spaces hidden 
from the main gallery. The privacy and sense of enclosure in the two rooms conceptually supported 
Confidential Despatch, (2014) and Akosua Dreaming (2014), as these works presented discourses 
on secrecy and disclosure of knowledge. 
As I set up the film projectors, I scaled down the image projections to four metres wide and 
three metres high to accentuate the grandeur in the exhibition space [see DVD 1]. This scaling 
created a contrast between the artistic intricacy of the films and the large dark vertical planes of the 
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Block. In addition, this strategy created an impression that the films were emerging from the 
darkness [see DVD 1]. The screens were positioned at a comfortable eye level to create a feeling of 
accessibility into the world of the films.
Bumping in and setting screens  at The Block
The projectors were tested for luminance strength and projection distance then matched with the 
appropriate screens [see DVD 1]. For example, Akosua Dreaming (2014) was projected onto a 
knitted 3D silver screen to maximise the colour saturations in the film and to evoke a textural 
shimmer that highlighted the Adinkra symbols on screen [see DVD 1]. Curtaining and masking 
techniques were employed to minimise light spillage. Cinematic projectors with stronger lumen 
capacities and larger white screens were allocated to the main gallery [see DVD 1]. Applying 
minimal lighting in the space created a sense of discovery. Lighting of the main space consisted of a 
series of spotlights that created the path of lights towards the rear of the gallery to guide people into 
the smaller gallery rooms [see Appendix 3: Map of Exhibition & DVD 1]. Two spotlights focused 
onto the installation [discussed below]. 
Sound was another important element in the exhibition. The sound ambience of the main 
gallery was created by looping the soundscape of the first film of the exhibition, which was Shirt 
and Teapot (2014). The soundscape was set to a low volume so that a person’s footsteps could be 
heard as they moved through the exhibition space. In doing so, the slight echo of conversations and 
pedestrian movement accentuated the grandeur of the Block and its cavernous qualities for 
contemplation. 
The soundscapes of each film in the main gallery space, except for Shirt and Teapot (2014), 
were delivered through wifi headsets to intensify the experience of engaging with Pith (2014) and 
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Boots (2014) [see DVD 1]. Picking up headphones and listening to the soundscapes was another act 
of discovery in line with the notion of investigating legacy. Speakers were used in the smaller 
gallery spaces [see DVD 1]. The opposing locations of the speakers and the panning production of 
the soundscape gave an impression that the sound was traveling throughout the confined space of 
the rooms. This sonic design represented the restrictions of enslavement. 
Curatorial Design of the Exhibition & Experience
The final elements of Sankɔfa Dreaming included six responses in the moving image: Confidential 
Despatch, the Fatima Panel and Ancestor Panel, Akosua Dreaming, Pith, Boots, and Shirt and 
Teapot and the Sankɔfa installation. The entrance into the exhibition opened up to the dark 
cavernous space of the Block. The soft sepia spotlights focused on the floor guided the audience 
through the exhibition space. The installation was positioned near the entrance of the exhibition. 
This location created two engagements with the objects. On entry, the objects were unfamiliar. On 
exit, the objects had been contextualised by their appearance in the films. When looking through the 
space between the objects, the films on the wall were framed by the pith and stool [see image 
below]. This framing represented the way in which a worldview influences the interpretation of the 
exhibition.
Installation view to other films
The soft focus of the sepia lighting onto the plinths and floor created an aesthetic of decay in the 
context of historic materials and memories. As previously stated, the dim lighting in the exhibition 
evoked a sense of discovery where the headphones are positioned. 
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wide shot of Boots (2014) and Shirt & Teapot (2014) on exhibition
The chronology of the films exhibited mapped the trajectory of engaging with different aspects of 
legacy from the final work through to the origins of the enquiry [see Appendix 3: Map of 
Exhibition]. The first film on display was Shirt and Teapot (2014). This film orientated the viewer 
into the dark space as the luminance of the images enabled the person to adjust their vision in the 
the Block. The film presented a universal story of the exile of childhood. Moving further into the 
Block, Boots (2014) and Pith (2014) were positioned on opposing walls. The space between the 
works juxtaposed the personal experience of legacy and the way in which it is perpetuated in the 
media. 
The journey of moving through a dark passageway into the rear exhibition spaces represented 
the movement back in time to the origins of legacy [see image above]. The rear exhibition spaces 
displayed Confidential Despatch (2014) and Akosua Dreaming (2014). In one room, the audience 
was confronted with the intensity of opposing screens of the Ancestor Panel and the Fatima Panel 
in Confidential Despatch (2014) and the through-gaze. In the second room, Akosua Dreaming 
(2014) presented the testimony of Fanté elder, Akosua Agiman. This testimony was the Sankɔfa, 
which translated to encouraging people to revise the spiritual teachings of their cultural traditions, 
and to apply these insights to present circumstances as a way of understanding and resolving legacy. 
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THEORETICAL ANALYSIS OF SANKƆFA DREAMING: EXHIBITION
The analysis of the exhibition applies Ngugu Wa Thiong’o’s notion of “decolonising the mind” 
through film (2001, 93), and Olu Oguibe’s theory of the global artist’s “postcolonial 
predicament” (2004, 32-44). As previously defined, Ngugu Wa Thiong’o’s notion of “decolonising 
the mind” through film occurs when the work encourages a person to review their social and 
political standpoint on colonialism and oppression (2001, 93). My decolonising process occurred as 
I applied the Re-imagining Legacy method to my creative practice. This strategy required me to 
repeatedly identify and revise my political and cultural standpoints as I investigated the legacy of 
domestic enslavement. Each completed work became a point of departure for the next work. 
The decolonisation process occurring in my practice was evident as my focus of legacy 
moved from specific colonial events, such as the Firminger Scandal (1891), to investigating the 
complexities of my own identity in Pith (2014), then to interrogating universal domestic servitude 
in Boots (2014) and Shirt & Teapot (2014). The changes in alternative aesthetics implemented also 
reflected decolonisation of the mind. For example, I moved from integrating specific cultural and 
archival materials in Confidential Despatch (2014) and Akosua Dreaming (2014) to employing 
universal objects such as the white shirt in Shirt & Teapot (2014). As a result the decolonising 
process produced diverse narratives and alternative aesthetics. In addition, each work related to my 
personal heritage. 
Incorporating elements from my heritage, such as language, drumming and the Adinkra 
symbols, indicated the cultural points of difference in my practice. The exhibition was vulnerable to 
what Olu Oguibe describes as the “postcolonial predicament” as the work generated Otherness 
(Oguibe, 2004, 32). This “postcolonial predicament” occurs as the legacy narratives that are 
expressed through the alternative aesthetic are implicated by Oguibe’s notion of the “economy of 
difference” (2004, 34). In other words, the cultural difference becomes a currency of the artwork. 
As a result, the Other artist is under pressure to produce works of “self-reflexivity” that indicates 
and justifies difference (2004, 34). This is evident in the exhibition through self-portraiture, use of 
passing, and the cultural elements such as the Adinkra symbols that are used to create the legacy 
narratives.
In addition, Oguibe asserts that the Other artist is sensitive to criticism, as the artist feels 
privileged to exhibit their outsider perspective while ensuring their Othering is not threatening to 
the arts institution (Oguibe, 2004, 35). As a result, Oguibe asserts that the artist begins by 
“exaggerating” difference (Oguibe, 2004, 35). This is exemplified by the development of the series 
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of moving images on display in the exhibition. My cultural and aesthetic difference was overtly 
displayed in Confidential Despatch (2014) and Akosua Dreaming (2014). However, as I employed 
the Re-imagining Legacy method, the urge to express artistic and cultural difference diminished due 
to the decolonising process that is occurring at the same time. I argue that responding to the legacies 
of historic representations of Other and the associated colonial tropes involves asserting difference 
as a way of presenting divergent histories and critical standpoints. As a result, the artist must 
manage the conundrum of affirming and including cultural elements while resisting the 
ethnographic gaze and establishing a point of difference to assert their perspectives on legacy. 
Conclusion
The findings of the creative practice demonstrate that engaging with legacy and producing a range 
of artistic expressions and legacy narratives results in divergent works that document the artist’s 
creative and critical flux. In addition, the exhibition confirms that the Re-imagining Legacy method 
generates a range of creative responses to aspects of legacy. The Re-imagining Legacy method 
contributes to decolonising the mind of the visual artist, as the process requires the artist to re-assess 
their critical standpoints on legacy at the completion of each work. This does not involve being 
confined to a set of aesthetic or narrative rules. It is the process of awareness that reveals to the 
artist the possibilities of changing their artistic approach and critical standpoint. Oguibe’s notion of 
“postcolonial predicament” (Oguibe, 2004, 32), issues of the ethnographic gaze and contesting the 
visual representations of Other can be partially resolved by providing more opportunities for artists 
to present divergent histories, cultural practices and renditions of legacy. As a result, the perception 
of difference is supplanted by the notion of diversity. The following chapter discusses the findings 
of the research project. In addition, the chapter determines the significance of the findings and 
suggests research that can be undertaken in the future. 
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CHAPTER SEVEN
CONCLUSION OF RESEARCH PROJECT
This practice-led research project investigated the way in which women visual artists employ the 
moving image to respond to the legacy of colonialism. In addition, the research examined those 
artists’ principles, motivations and tensions that influence the way in which they construct their 
narratives and aesthetics. A decolonising methodology was applied to the research project. The 
Contextual Review surveyed relevant literature, theories, and artworks that respond to legacy. 
Following the Contextual Review, the research analysed two exemplars’ works, Campbell X’s, 
Legacy (2006) and Tracey Rose’s Ongetiteld [Untitled] (1997). In addition, three interviews with 
artists were analysed to determine the ways in which their principles and motivations influenced 
their responses to what I define as legacy. 
The analysis of the interviews indicated that each participant interpreted and experienced 
legacy in different ways. Participant A experienced colonisation as a perpetual condition that 
required her to protect her territories of culture, body and locality. As a result, her work focused on 
subverting what she perceived as assimilation structures in popular culture. In addition, she 
responded by creating works that employed compositing techniques and condensed narratives that 
displayed what she described as ‘-tion’ words, such as penetration and assimilation. Participant B’s 
retrospective approach to colonisation shifted her focus to constructing critical standpoints and 
queer perspectives in the context of histories and legacy. Participant C’s identity as “insider/
outsider” and her burden of representation in the context of the perceived privileges afforded to her 
in arts practice, led her to respond to legacy by highlighting the vibrancy of the contemporary art 
and music scene from her culture. The common ground of the participants was their desire to evoke 
conversations through their art practice on legacy.
The creative practice component of the research analysed the trajectory of the processes 
involved in producing moving images that respond to legacy. The creative practice led the research 
through the production of a set of six divergent discourses and artistic renderings on legacy that 
were exhibited in Sankɔfa Dreaming (2014). Investigating creative practice as it is developing in the 
studio informs the research on the nuances, tensions and motivations that are not apparent when 
viewing a completed work in a gallery. For example, the creative practice component can 
interrogate the cultural issues concerning worldviews and developing artistic solutions to the 
tensions that emerge in the studio. The reflective practice analysed the way in which the artist’s 
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methods incorporate language, passing, testimony, self-portraiture, re-enactment, gesture, cultural 
artifacts, and archival materials in the moving image. These materials relate to legacy in that they 
have been subjected to colonial scientific analysis and the ethnographic gaze. As a result, these 
materials become tools for rediscovery and reclaiming the artist’s re-imagining of history. In 
addition, the materials are used to resist the stereotyped representations of Other and to assert the 
artist’s political standpoint. 
Following the exhibition of the work, one of the films of the set, entitled Confidential 
Despatch, was submitted to the International Black Women’s Film Festival in San Francisco, 
U.S.A. The film received an Official Selection and will be screened in the Moving Image Forward 
section of the festival in December 2014, to a global audience. This selection demonstrates an 
interest in the way in which artists employ the moving image to respond to legacy. In addition, the 
artistic methods that were used in the work successfully convey the narrative on legacy without the 
need for subtitles or explanations by way of narration.
The general findings of the research project indicate that the decolonising process for artists 
involves discovering histories, reclaiming identities and asserting their critical standpoints on 
legacy. These processes are the ways in which artist re-imagine histories. The artists employ diverse 
artistic methods such as re-enactment, gesture and repurposing found objects and archival 
documents to construct their narratives. The legacy of ethnographic gaze continues to concern 
artists who attribute its existence to the ways in which the international media portray Other. As a 
result, the artists respond to the gaze and representations of Other by willfully placing themselves 
into their works. This artistic strategy provides them with a means of re-imagining Other by way of 
Brechtian re-enactment, gesture and tableau in the moving image. These artistic strategies convey 
the critical standpoints on the legacy of stereotyped representations of Other. 
Although the artists carry out their practices independently, artists continue to reference their 
cultural heritage by including rituals presented in contemporary ways, or incorporating elements 
such as music and artifacts. However, artists try to avoid the notion of the exotic mystic by adopting 
an estranged style when choreographing the body in the moving image. This artistic method 
unhinges the cultural assumptions of Other in the context of colonial history. As the political 
discourse is prioritised in the artwork, the aesthetic and narrative is developed to convey the critical 
standpoint of the artist. As a result, the creative practice can lack the finesse of artists whose 
practice solely focuses on the form, shape and surfaces of the artwork. For example, my initial 
response to legacy was Confidential Despatch. This experimental work incorporated detailed 
textures and layering inspired by motifs from my cultural heritage. However, my desire to 
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repeatedly re-imagine legacy through an experimental body of work set up recurrent interpretations 
in the exhibition space in Sankɔfa Dreaming (2014). This curatorial decision exposed an audience to 
relentless and challenging collection of intercultural encounters of Other in the context of the legacy 
of colonisation. As a result, I accepted the loss of aesthetic finesse because asserting my standpoint 
on legacy was the key motivation of the artistic practice. 
In conclusion, the research contributes to new knowledge on decolonising methodologies by 
applying and testing responses to colonisation legacy. The research has contextualised the 
foregrounded artists’ practices with what Chilisa describes as knowledges that are “relational” 
within cultural ‘indigenous’ systems” as these systems are “socially constructed multiple realities 
[that] shape the set of multiple connections that human beings have with the environment, the 
cosmos, the living, and the nonliving” (Chilisa, 2012, 40). As a result, the research project has 
critiqued dominant Western theories with research that reflects the complexities of knowledge of 
the colonised Other based on hegemonic relationships. In addition, the research developed an 
artistic method, Re-imagining Legacy, which forges links between the critical standpoints on legacy  
and artistic practice in the studio. This research project is significant in that it has identified the 
artistic complexities of producing works that respond to legacy. 
The research project has analysed the critical thinking of artists who are engaging with legacy. 
There can be no assumption that the legacy of colonisation is interpreted or experienced uniformly, 
and that the engagement with legacy through creative practice can be formulated. The trajectory of 
works that the Re-imagining Legacy method produces provides an artist with a way of re-imagining 
histories and reviewing their critical standpoints. The Re-imagining Legacy method can be adapted 
and developed by researchers who wish to interrogate their arts practice. For example, 
investigations into the ways in which creative practitioners respond to legacy can be conducted in 
performing arts, music and dance. A study of artists applying the textual skinning methods can be 
carried out in the future to determine the ways in which this method can be further developed in the 
studio. Sankɔfa Dreaming can be exhibited to diaspora, Indigenous and Ghanaian communities and 
at conferences to test how the notions of responding to legacy are received.
Further research needs to be carried out to develop new theories in global art that interrogates 
legacy. Otherwise the readings of the decolonisation processes at play and the efforts of artists to 
rediscover, reclaim and to re-imagine histories will not be documented. The creative practice does 
not change legacy, but engaging with legacy has the potential to change an artist’s critical 
standpoint as they rediscover, reclaim and re-imagine histories. 
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GLOSSARY OF TERMS
Alternative Aesthetics: A set of styles derived from “progressive realist to Brechtian to avant-
gardist, tropicalist, and resistant postmodern” that are employed to present critical 
standpoints on colonisation and legacy. [Shohat, E. & Stam, R. 2008. Unthinking 
Eurocentrism; Multiculturalism & the Media. 13th edition. London & New York: Routledge 
249]
Colonisation: The subjugation of one group of people and their cultural, social, economic and 
creative practices to the detriment of their psychological well-being and self-determination.
Condensed Legacy Narrative: A narrative that is produced by presenting a set of nouns in the 
artwork that express the artist’s perception of legacy.
Cultural Affirmation: An artwork that validates the artist’s worldview. This expression can be 
produced in either traditional or contemporary ways.
Cultural Connectivity: Constructing images that seek to emotionally connect the artist’s cultural 
standpoints with an audience. 
Cultural Diversity: The multitude of ways in which cultural groups express themselves and their 
culture that is carried through a set of cultural traditions. [Article 4(1) of the UNESCO 
Convention on the Protection and Promotion of the Diversity of Cultural Expressions, 2005]
Cultural Element: An action or material in an artwork that signifies the culture of the artist. 
Cultural Expressions: Artistic expressions that are produced in context with artist’s respective 
cultural group, community or society. [Article 4(3) of the UNESCO Convention on the 
Protection and Promotion of the Diversity of Cultural Expressions, 2005]
Cultural Property: Property that is regarded as having archaeological, prehistoric, historic, literary, 
artistic or scientific importance based on the secular or religious grounds of the State. 
[UNESCO Convention on the Means of Prohibiting and Preventing the Illicit Import, Export 
and Transfer of Ownership of Cultural Property, 1970]
Decolonisation: A shift in creative and critical thinking that occurs when a person changes their 
perception of oneself from oppressed to identifying as a liberated person.
Diaspora Aesthetics: An aesthetic that forges links between the artistic expression and the 
discourses of consequences of exile, migration and marginalisation. [Mercer, 2008. Exiles, 
Diasporas and Strangers. Cambridge, Massachusetts & London: MIT Press, 6-25; Lemke, 
S. 2008. Diaspora Aesthetics: exploring the African Diaspora in the Works of Aaron 
Douglas, Jacob Lawrence and Jean-Michel Basquiat in Exiles, Diaspora and Strangers 
edited by Kobena Mercer, Cambridge & Mass/ London: the MIT Press. pp.122-124]
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Esoteric Gaze: Examining or constructing an image that can be interpreted in the context of a 
worldview. [Barlet, O. 2000. Decolonizing the Gaze [English Translation]. London, United 
Kingdom: Zed Books Ltd p.143]
Ethnographic Gaze: Examining or constructing an image that can be interpreted in the context of 
ethnography and anthropology.
Experimental Artistic Practice: Engaging in creative practice with no predetermined outcome. The 
key artistic approach involves forms of improvisation and experimentation. 
Intangible Cultural Heritage: A set of knowledges, skills, expressions, practices and representations, 
artifacts, objects, instruments and cultural spaces that communities, individuals and groups 
have are passed onto subsequent generations. These elements re-enacted or recreated, 
acknowledged and recognised as being part of their cultural heritage. Examples of intangible 
cultural heritage are: oral traditions and expressions, including language as a vehicle of the 
intangible cultural heritage; performing arts, social practices, rituals and festive events; 
knowledge and practices concerning nature and the universe; and traditional craftsmanship. 
[UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage, 2003] 
Legacy: Interpretations of past events that influence the creative practitioner’s personal, social and 
political perspectives and circumstances.
Moving Image: Images captured and edited on digital or analogue film and projected onto screens 
or installations. The moving image can include elements of film footage, archival material, 
photography, text and animation.
Oppressor: A person, hegemonic system or institution that controls and limits on person’s ability to 
carry out their social, cultural, political and creative practices. 
Oppressed: A perception of social, economic, political, cultural and creative restriction that 
influences a person’s ability to express their creativity and critical standpoints. 
Other: People whose cultures have been historically oppressed by colonialism and the ensuing acts 
of racism, stereotyping that have led to their political, social and creative marginalisation.
Ritual: An enactment that references and acknowledges a person’s worldview.
Re-imagining: Artistically developing and presenting one’s own renditions and representations of 
events and consequences.
Repurposing: Employing objects, materials, and historic events in artistic ways that subvert or resist 
the original signification or use of the material.
Re-Imagining of Legacy: A method of repeatedly interrogating the creative and cultural 
complexities of responding to legacy that produces multivalent discourses, identifies 
evolving creative and critical standpoints, and investigates creative methods of expressing 
legacy.
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Self-Othering: An artist who asserts and exaggerates their cultural difference through their creative 
practice. [Oguibe, O. 2004. The Culture Game. Minneapolis: University of Minnesota Press 
p. 32]
Sociological Gaze: Interpreting the moving image in the context of the film’s sociological 
significance. [Barlet, O. 2000. Decolonizing the Gaze [English Translation]. London, United 
Kingdom: Zed Books Ltd p.143]
Sound Fixation: Concentrating on the sound of the film.
Text-Skinning: An artist method that places relevant archival text onto the surface of a person, 
object or representation of a person to signify legacy in the context of history.
Through-Gaze: Constructing an exhibition space that places an audience between to projections of 
the moving image. Characters on screen acknowledge the actions displayed on the opposing 
screen. This method activates the audience space as part of the artwork, but does not 
acknowledge the audience. The characters on screen ‘look through’ the audience to gaze at 
the opposing screen.
Visual Representations: The construction of visual images and visual tropes that evoke a set of 
assumptions on a person’s identity and cultural heritage.
Willful Absence: Not presenting a person on screen to avert the ethnographic gaze.
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APPENDIX 1: INTERVIEW QUESTIONS
Set of questions for all participants:
1. Could you give me a brief outline of your journey as a filmmaker? 
2. What principles have guided your life and influenced your work? 
3. What has been a major inspiration for your creative practice? 
4. What does film offer you that other creative practices do not? 
5. How does film serve your creative expression and what are the tensions you experience this your 
practice?
6. How do you re-tell, or re-imagine, past histories and how do you express these legacies in your 
work?
7. How do you see this as cultural responsibility? 
8. What are the main creative issues in making your films? 
9. What continues to motivate you in your creative practice? 
10. What do you still want to accomplish in your creative practice? 
11. What advice would you give to young women filmmakers?
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APPENDIX 2 - INTERVIEW TRANSCRIPTS & ETHICAL CLEARANCE
PARTICIPANTS EMPLOYING THE MOVING IMAGE TO RESPOND TO THE LEGACY OF 
COLONISATION
TRANSCRIPT OF INTERVIEW WITH PARTICIPANT A 
SKYPE ™ INTERVIEW: 6TH MARCH, 2013.
Research Question: 1. Could you give me a brief outline of your journey as a filmmaker in your own 
words, what’s happened and what’s led to that journey?
Participant A response: 1
Oh, OK well, I went to high school in Cairns and we had an elective for Wednesday afternoon sport 
so we could do film and television and we had a good teacher, so we could do two hours or 
something, so that was sort of my beginning and apart from that when I was teenager my dad gave 
me an SLR camera and then after that when I went to university I was; first I was at the University 
of Queensland just studying Art History but it was really dull. It was about the Greeks and Romans, 
so I changed to QUT and did art teaching and my other major was film and television. I actually 
found art easy so I didn’t put much effort into it, but I got enthusiastic about film and media it was 
called. I got really enthusiastic about that so I put a lot more effort into it and I seemed to do better 
in the subjects and then after that I got a job teaching. So I was teaching, art, film, photography and 
media for about three years full time and then another two years part time. And then I did a graduate 
diploma in film and television at QUT. That was in 1999. I took leave from work. And while I was 
doing I had some leeway in some of the subjects I wanted to do, so I did Communications Design. 
And then later I enrolled into another undergraduate degree, which I never finished but I learnt a lot 
from doing the communication design subjects because basically at University you have to teach 
yourself anyway, so in that environment I learnt how to keep up with software quickly rather than it 
being a barrier. In 1999, you know that was when digital video just sort of started out where I was 
anyway. And it was a really labour intensive process. Like sometimes you’d be sitting there 
rendering for 24 hours. And I didn’t have a computer then so I had to be at Uni, so I’d just be there 
all the time. But so because of that labour intensity, I kind of gave it a rest for a few years and then I 
kind of started again in the last however many years, I’m not sure. It’s a lot more easier now 
because its live rendering. All that kind of stuff. So in between I didn’t just stop filmmaking, I just 
stopped rendering video basically. Then I did other things like interactive CD Roms and website 
and all that kind of stuff so you know, I don’t. There’s a bit of stigma around the world. So I don’t 
whether I’m acknowledged as a filmmaker. And I don’t always call myself that anyway but. I call 
myself a screen artist cos I do works for the screen and by the screen, like using the screen to make 
them. Yes so or moving image all those other words. 
Research Question: 2. What’s the stigma about word filmmaker?
Participant A response: 2
It’s just a word that’s very loaded in Australia. But in other places like in Canada for example, in the 
Indigenous arts filmmakers and new media artist have a lot to do with each other, but in Australia 
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there’s a big barrier. So you seem to be considered a better person or more valuable or a higher 
profile if you’re a filmmaker. But if your a new media artist, people don’t really pay any attention. 
Like we’re a minority. Often, we’re colonised by filmmakers as well so.
Research Question: 3. I noticed on one of your sites you have described yourself as a digital native 
who works within a fluid screen based practice. Could you sort of speak to that idea? What you’re 
meaning by that?
Participant A response: 3
Well actually the term digital native is used for young people who grow up in the digital 
environment. So I was just trying to reclaim it as an Indigenous person so I can place myself 
without too much explanation. So I’m an Indigenous person, so you know its kind of post-modern 
but I like to place myself in the digital world as well. And also I recently, in recent years there was 
an article that spoke about the idea that filmmakers were colonising new media art so sometimes 
lately even if there are initiatives by funding bodies to head into new media or trans-media, 
whatever you wanna call it, then those positions or those workshops will be exclusively for 
filmmakers. In the film world, new media jobs are just considered to be new jobs for filmmakers. 
And even in a capacity, like the people that they give those jobs to. They’re not people who studies 
communication design or I.T. or anything like that. They’re just older filmmakers who need a job. 
Research Question: 4. There’s that fine line between what is conventional filmmaking and what is 
video art. What are your ideas about that?
Participant A response: 4
To me there’s only a line because funding bodies make rules. Like, in the past I’ve been told that if 
my audience is in a gallery then its not applicable. So I can’t apply for funding for my outcome is 
going to be in a gallery. So I don’t understand what the difference is between a gallery screen or a 
big screen, or small screen on a mobile phone or whatever. To me its just all the same there just 
audiences. I understand if they’re give a lot of money but often they don’t give a lot of money 
anyway but they still apply the rules so that’s just a rule specific to the Australian Indigenous 
context. But in other countries it doesn’t matter. A lot of filmmakers have a stigma towards galleries 
unless of course they’re the ones who are screening.
Research Question: 5. That’s really interesting that idea about the film-based. I also found another 
interesting statement that you’ve got where you’re describing yourself as an artist, as an act of 
sovereignty and emancipation. I wondering if you could elaborate on that idea and why that’s 
important for you?
Participant A response: 5
I’ve got my on-line gallery and I’ve been doing for 13 years now or more. And basically, I didn’t 
realise how important was at the start because I was doing it for academic credit. But in hindsight, 
its been really important to my practice because otherwise I’d be making work, but I wouldn’t be 
showing much because Aboriginal curators don’t show new media work much. And neither do non 
Indigenous curators. And so I’ve managed to have a place where other people can join in as well 
because I like curating group exhibitions. And so I’ve got a space, which is in cyberspace where 
people can show their work. And we’ve got an audience internationally. Cybertribe is the on-line 
gallery. But its not just on-line. Because the focus is on line. We always concentrate on doing the 
website first. But later we will have events. So where ever we, we’ll have a, wherever is important, 
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or where ever we are at the time, we’ll have a show there as well, we’’ have events. So we’ve 
created an on-line community as well but we’ve also created a gathering spirit to compliment the 
on-line spirit. So its basically taken me all around the world because people are really interested in 
Aboriginal art. An on-line gallery is a sovereign thing because we don’t have to go through the all 
the gatekeepers of the art world telling us that our work is not, you know, we don’t have a profile 
and we’re not an important artist and know they haven’t bought our work, or, whatever, you know it 
doesn’t matter. We just continue on for the sake of creativity and meaningful engagement around 
the world. At lot of Aboriginal people do get to travel at lot, but often its not their own idea or 
initiative. It’s because their sort of put in the exotic basket, but we like to think we have active and 
meaningful engagement. Sometimes that’s over and over again. I’ve been going to Canada for more 
than ten years now. And the same with New Zealand. So people recognise us as doing important 
work and creating a sort of contemporary art dialogue or conceptual art dialogue and also moving 
image works.
Research Question: 6. If we looked at going a little deeper into your actual creative process and the 
stories that are inside of that. What are some of the guiding principles that are influencing your 
creative practice?
Participant A response: 6
I like to say that the message is the most important thing. So its more important than the medium. 
So sometimes I won’t even bother with new media or technology or moving image works. I will 
just think about what I’m trying to say in the works, so sometimes I’ll use jewelry or digital prints 
or whatever. And it also depends on because we don’t have a lot of income we have to think about 
how we can show work on the cheap sometimes it will just work out better if we send a dvd 
because its just cheaper than sending a painting or whatever. There are those things to think about 
but the meaning behind the work is the most important thing.
Research Question: 7. And is there a general repeating meaning in the work that you could 
describe?
Participant A response: 7
I haven’t thought about my work that much and I don’t have a signature, like other people say that 
you should. In the past I used to try and mimic advertising or just popular cultural references so that 
everyday people can look at them and get what I’m saying because its familiar. For example, in the 
past I’ve made adverts about native foods, so I’d have a kangaroo and it would just say “Faster 
food”. So I like doing things like that and I think they kind of are educational tools as well because I 
come from an educational background. I try and create things that are useful in my mind, but also 
try relevant to people that facilitate thinking. 
Research Question: 8. And so when you are facilitating that thinking, what is it that you are driving 
to make them aware of or make them think about?
Participant A response: 8
Sometimes its [facilitating thinking through creative practice] just about absurdity. At lot of 
Australian culture is completely absurd. But, because we are so entrenched in it, we can’t see, you 
know, like fish, we can’t see that we’re in water. But, if you just skew something so that people can 
understand that there is there’s a different way of looking at things or that the rest of the world 
doesn’t think or act like that then sometimes it can help. 
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Research Question: 9. Could you give me an example of what that absurdity is that your seeing in 
popular culture?
Participant A response: 9
I’m just thinking of one example now and that’s just colonisation techniques. In the past, 2007, I 
made a video but it was made of other block buster films, so it was called Name that Movie, and 
basically I’m asking the viewer to name the movie, which is a really popular film, which they 
would have seen. But in the excerpt from it, often the viewers say, “Well I don’t remember that 
seen, or I never thought about that.”
Research Question: 10. It’s almost like a Soviet montage that you’re doing.
Participant A response: 10
Yeah, it’s a montage, but I didn’t catch the first word that you said.
Research Question: 11. It was Soviet. And its sounds like really a montage game show?
Participant A response: 11
Yeah, yeah, So it was based on another idea I had. Because I seen this game before. When we were 
teenagers growing up in Cairns, there was this drinking game at a local night club. It was a Sunday 
afternoon and it was called, Name that Tune, so they would play a bit of a song and you’d have to 
guess what it was and you’d have to get up and sing it and you could win drinks, or whatever. 
That’s how I thought of the title. But there’s other drinking games that you can get, like naming 80s 
music clips. So that’s where the title came from but the idea actually came from doing a re-
enactment. A lot of Aboriginal artists and filmmakers are sort of trapped in the past. Like we like 
the idea of the colonial times. We like to imagine what kind of things our families had to endure. So 
I wanted to do something like that as well, but then I came to the realisation that we don’t need to 
because we actually live in a time where we’re still enduring colonisation techniques. There’s 
neocolonial now or neo-liberal so when I look at other films I can take out excerpts and I don’t 
always know what that technique is called but part of the process is in me making the work, was 
working out the name of the technique. 
Research Question: 12. How would you describe your major inspiration in your creative practice. 
What’s the driving inspiration for it?
Participant A response: 12
I think it changes all the time. For me it has to change all the time because I get tired from one 
project and I don’t want to even look at it anymore so the next one has to be different. So that’s 
what keeps me going. And its also because in the art world, we don’t have “rap parties” [end of film 
shoot]. We have an exhibition and that’s the final outcome of our work. You know we might be 
lucking to get a free glass of wine or something, but to me its a very hollow experience. All the 
excitement comes from when you make the work and you have all the creative explosion in your 
mind. But for me, when you have the outcome I don’t feel very good about it. I couldn’t care if I 
went to the show or was part of it because its not a very fulfilling experience. It’s different from the 
film world where you do a project and you give everything and then you have a rap party which sort 
of some closure. And then after that you collapse for a while and try and get your car fixed or go to 
the doctor’s who whatever; everything that’s been missing; and then you start again. But the art 
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world is different; you just keep rolling from one event to the other and there is not really much 
closure. 
Research Question: 13. What does that film style or that film work [experimental film or digital 
video art] offers you that the other creative practices do not?
Participant A response: 13
I just like to get on with it because I know that even if I had the energy to put together an 
application, it probably wouldn’t get funded anyway. I be part of a frustrating process of jumping 
through hoops and changing and redrafting. So that I just prefer to get on with it and do it. And I 
know that in the past I know that I haven’t been black enough to get funding, so I take inspiration 
from people like Shane Bellcourt [a Metis filmmaker] in Toronto who made a whole feature film 
just with $20,000. I spoke to him and his father who was the president of the METIS Federation or 
Organisation. Metis means half-bred. So I just spoke to Shan and his father and they said that they 
hardly ever get funding, it’ so hard because they’re in the middle and literally in the middle, and in 
historical senses the Metis were like literally in the middle all the time. They were landless people, 
like they had to live along the side of the road where there were no laws for that particular piece of 
land that they were on. They couldn’t be part of a reservation. Or they couldn’t be part of the white 
world either. So I just take inspiration from people like that who just make it happen and he’s 
worked in the mainstream film world so he asked his friends to give him favours and they have 
some rules like I’m gonna edit for you but don’t ask me to change it cos I’m doing it for free. So 
you just kind of have to roll with what you’ve got and that’s kind of the approach that I’ve taken as 
well. Just to get on with it, and also that not to take things so seriously about your vision, but also 
just roll with what other people are prepared to contribute to the project as well.
Research Question: 14. And this idea of being not black enough. Can you just speak to that, what 
you are really meaning by that, is that saying you feel like you’re in that same position as the 
Metis? 
Participant A response: 14
Yes, I think so. I have been in situations before where other people in the workshop are as black as 
the ace of spades. I’ve done a good project that they’re happy with but it just doesn’t get funded 
because its just not a very exotic produce and its you know not a traditional story, its a 
contemporary story and its based on modern societal problems as opposed to the romanticised idea 
of something ancient. Weaving and all those things, which are really good, its just not where my 
works at. But that’s not the story that I wanted to tell. So even though I was telling a story that is 
focused on a local environment. They told me to me personally. And these are decisions that are 
made far away by people who have a small financial interest in the project. So if they’re far away, 
they want the authentic thing in the North that’s not me. And they told me its because I’m not black 
enough. And that’s fine. It just means I have to approach my, you know they’re happy to have bums 
on seats, and sharing the filmmaking discussion, but not for broadcast.
Research Question: 15. So the story that you want to tell, how would you describe that story? Is 
there a common story that you’re feeling that you want to tell in your work?
Participant A response: 15
 In that context it was a specific story about that place and about my family. 
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Research Question: 16. How do you feel you retell, or re-imagine any past history and how do 
express those sort of legacies in your work if you’re looking back at the histories in community?
Participant A response: 16
I’ve made an interactive project before, I worked with a programmer, Rebecca Pitt and we made an 
on-line interactive project about my family history so I told nine stories that I knew but I didn’t tell 
like I was speaking it, I told it visually. And because it’s interactive, people find their way through 
the project themselves. So I wasn’t literally telling them the story, I was just presenting information 
images and language to them so that they can put two and two together and work out what the story 
might be to them. At the time I didn’t feel like being too prescriptive with it.
Research Question: 17. What was the name of that work?
Participant A response: 17
It’s called, Unsettled.
Research Question: 18. And when did you do that?
Participant A response: 18
2009.
Research Question: 19. And so these people who were looking at those stories. Were they from the 
local community?
Participant A response: 19
It’s on line so anyone can have a look at it.
Research Question: 20. Do you have any sense of cultural responsibility in your work? Do you see 
that you have any cultural responsibility, and if so how? Or if not, that’s O.K. as well.
Participant A response: 20
Yeah I do, [cultural responsibility] that’s why I curate group exhibitions. I very rarely have solo 
shows. I don’t like them. I like creating a series of work, but I don’t need to show it in a solo 
exhibition. So what I get inspiration or excitement from is doing group exhibitions. You know a lot 
of people are really shy about their work or not confident. I can see because I have been a teacher as 
well I can see the potential in people. And also because I’ve in shown around the in a lot of places 
around world or just see a lot of work. I know that people’s work stands up. So it’s just a shame that 
there’s not very many supportive work or encouraging people that work in the arts in our country. I 
like to be that person. So just even today I helped a friend enter her work into the Archibald Prize 
[N.S.W. Gallery Australian Portrait Competition] so it was a portrait of me. But I suggested it to her 
just last night.We had talked to her about it before, but she hadn’t worked on exactly what she 
wanted to do. I got a bit tired cos I saw some other people’s work on line; and its always a lot of the 
time the winner are images; portraits of Aboriginal people that are always done by non-Indigenous 
people. So I got a bit tired of it. So I just said to her, “We should enter my portrait”, cos you have to 
have someone who works in the arts and she’s done a whole portrait exhibition of some artists. But 
I knew that she wouldn’t have the money anyway, so I just helped her, I paid the fee and drove to 
the courier and sent it off. So it was really easy, so for her I knew that was the highest thing that 
could happen so even if her work doesn’t get accepted this time, she’s still realised one of her 
xxii
dreams. She still entered and then she knows how easy it is for next time. Because sometimes it [the 
process of lodging creative work to large events] blocks them because they think everything’s really 
had, but its actually not, its quite easy.
Research Question: 21. I guess what I’m hearing is that perhaps you’re seeing that your cultural 
responsibility is in that process of collaborating and assisting? 
Participant A response: 21
Yeah, yeah. It’s [cultural responsibility is in that process of collaborating and assisting] not even 
collaborating in the true sense of the word, but to me collaborating because its collaborating with 
ideas. So even though were not physically making the work together, we’re thinking and presenting 
like-minded ideas in group shows. So that’s what I like about it because as an artist I don’t have to 
do a lot of work. But, as curator I help bring those ideas together so it helps re-enforce the message 
that I’m trying to get across and allows other people to be part of the conversation so I’m not an 
expert, I’m just part of the conversation. 
Research Question: 22. Are there any sort of creative issues that come up for you when you are 
working as a creative practitioner?
Participant A response: 22
Probably just the same as other people like at the beginning of the process it seems daunting and 
you wonder should I be doing more now because I’m not really on top of the project but it seems 
like the projects too big, and know you wonder if its worth while, and it’s gonna be as important as. 
I know personally I haven’t done my best work yet, so that’s one motivation to keep going but. 
Research Question: 23. What’s sort of continuing to motivate your practice? 
Participant A response: 23
Well actually I haven’t made much work in the last few years because I’m trying to concentrate on 
writing and I’m trying to disengage with the art work.
Research Question: 24. Is that creative writing or documentary [film] writing?
Participant A response: 24
I had in mind to make a film [experimental film], and I had been a part of some funding process, 
like a treatment workshop and stuff like that, which I mainly did for motivation, which kind of got 
the creative urge going and that kind of stuff. And then I just decided it was the best time to go 
ahead with it, because I was in Darwin and it was the dry season coming up. So that’s the best time 
to make a film, and also because I was in a house, which I could use, so and I could use it as 
multiple locations, like know someone’s house, plus someone outside that was another location, and 
we lived in front of a natural reef when the tide goes out that was another location. So we started to 
make it and there was a lot of people. And because Darwin is creatively stifled. A lot of the film 
stuff that happens in the Northern Territory is based in Alice Springs. So a lot of people want that 
for Darwin because its a beautiful place and full of beautiful locations and a lot of people they want 
things to happen so they will just make it happen with no resources because they can see the 
potential in things. Yeah so, I just decided to approach the film making process like a dinner party 
so I would have a two hour shoot on a Sunday afternoon, which is the best light. And would usually 
only film on that Sunday afternoon and when it got dark we’d have dinner or have a barbecue or 
something. Yeah it was fun.
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Research Question: 25. So what was the motivation to take that approach as an experimental film? 
Participant A response: 25
It was mainly because I didn’t have much to offer people except food. So I felt bad for them. I felt 
obliged and everyone’s really busy doing stuff. So I wanted it to be fun and I wanted it to be, you 
know, a gathering spirit and some kind of pay back for them. 
Research Question: 26. What was the story in that experimental film or the narrative?
Participant A response: 26
It was a period piece and it was based set in the 1970s and it was like a kidnap film. And the reason 
why other people wanted to be associated with it or could see the importance of it cos those family 
kidnaps still happen these days. When people are going through divorces, one parent or one 
guardian takes the kids without permission and then there’s a period of conflict to get the kids back 
through the courts or whatever. Yeah so basically my film could be described as a road trip or a 
kidnap film. That sort of stuff. I called it a film to begin with, but I tried to tell a story without much 
dialogue. 
Research Question: 27. Mainly through gesture that was going on screen?
Participant A response: 27
Yeah, yeah gesture and movement. So in the end I listened to what the actor; cos they drove the 
process quite a lot like giving me ideas about what they wanted to see or what they thought were 
just good ideas. So I listened to them and I took on their suggestions. And, so in the end the woman 
who played the grandmother, Anna Sebens; Do you know Shari Sebens from the Sapphires? So her 
mum played the grandmother. We made it in the dry season and I told them we should enter the 
Imaginative Awards so we did but because we were still shooting at the time, I said I can’t; I need 
the motivation to do stuff, but I can’t edit as a film, I have to edit as a music clip so she suggested a 
Shellie Morris song; its called, Everything Looks Beautiful and then the lyrics go on to say, 
“through the eyes of a child”, Anna used to work for Child Safety, so she had all those ideas so we 
just did that and because the song is so long, its over five minutes. 
Research Question: 28. All the people involved, were they from the local community?
Participant A response: 28
Yeah they were all Darwin people. So Darwin is kind of an interesting place because its like a third 
space. In other places there’s black and white and there’s nothing else, in Darwin you know they 
come them coloured people. So in and a lot of those are from different places like Queensland or 
Victoria. They’re coloured people that live in Darwin. And other people had to obviously play the 
non Indigenous roles as well, you know like the police all those kind of things.
Research Question: 29. What do you still want to accomplish in your creative practice?
Participant A response: 29
I should have started them already. I’ve got a lot of projects on the boil right now, So that’s why I’m 
moving house cos I’m trying to find more space so I can set up an office and an edit suite and that 
kind of thing. I got a project called [name withheld]. 
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Research Question: 30. [name withheld]. Can you tell me about that?
Participant A response: 30
It’s [new creative project,] all sort of about healing through the arts. So creative projects that people 
do to fulfill their spiritual void. There are about three or minute short doccos, which are put together 
somehow. And I’ve already started interviewing one person, which is Madeline Hodge. She’s an 
older Aboriginal artist who lives at the Gold Coast. And she was institutionalised, like fostered and 
in a home. And she’s been through the redress process. So she understands her own psychology 
when she was in that abusive situation when she was an adult she ‘abouse’ [sic] to her as well. And 
she was with the wrong people. And she used the sea to heal herself. And also her painting.
Research Question: 31. Was she originally from the Gold Coast or was she brought there?
Participant A response: 31
I think she was brought there, but her other family members were around Brisbane as well. She was 
born in Brisbane but I think one of her relatives was one of the first people to get a permit, so he 
was allow to live in Brisbane, but they’re Bigambul, just near the border.
Research Question: 32. And so she got her healing through the sea?
Participant A response: 32
Yeah she understands that the sea was a really healing thing, and she learnt to swim as an adult and 
also she made paintings about that so she entered them into the Telstra award and stuff like that. 
Research Question: 33. That sounds like a really fulfilling project actually? 
Participant A response: 33
Yeah so I’m gonna try and cover five people and they’re all different art forms. And I’m gonna try 
and include myself as well. 
Research Question: 34. If you were looking at advice to give young women experimental 
filmmakers, what would you say?
Participant A response:34
Well, because I know when I was really young I know I was really shy, and I know that a lot of 
people that I deal with now, I know they talk about how shy they were or just that their not very 
confident in some areas; I like to think about a quote that comes from South Africa, they encourage 
people to be direct, precise and unapologetic. Because I’ve engaged with Indigenous people in other 
places and they are really quite staunch. And I’ve learnt a lot from them and now I just take the 
front foot, I take the lead, and I don’t need to be apologetic because this is my country. 
Research Question: 35. Can you tell me about the Black Collective’?
Participant A response: 35
Blackout. Basically even if we didn’t call ourselves a collective, we still would be, because we’re a 
minority of a minority of a minority. I like to have a presence for different project that we do. And 
one thing that makes us different from other new media artist around the world is that our country is 
so big. So its really hard for us to engage with each with each other. Now we’ve got really good 
xxv
online facilities to engage with each other, but it’s still not the same. We’ve not had many 
opportunities to have a conference of Indigenous new media artists. We’ve never had a book. We’ve 
never had a survey exhibition so I like to keep people aware of our projects by giving it a bit of a 
profile. There’s good things happening all the time but since the new media board of the Australia 
Council closed down in 2004, it’s been really hard for Aboriginal new media artist to get this 
happening. We used to get projects supported. Before I got my fellowship last year, I didn’t get 
funded for from the Australia Council for 8 years. But we still been keeping our profile alive by still 
doing projects and keeping a profile as well. 
Research Question: 36. The other interesting project that you’ve got going is the ‘Other APT’ and 
I’ve been reading on line the launch of the 1st of the 1st of this year. “Name withheld, alternative 
perspectives in response to the state run government Asia Pacific Triennial”. What do you feel you 
are responding to and why is the Other APT necessary?
Participant A response: 36
Because I had spent a lot of time in Brissy [Brisbane] and because I would engage in the APT, like 
I’ve even volunteered before and then I started to realise that they actually keep out a lot of 
Brisbane artists. Not just Aboriginal artists, but also the white artists as well. Then I realised in 
contrast if I go to Auckland then I can see a lot of Auckland artists at the Auckland gallery, which 
makes sense; but Brisbane they have a big cultural cringe so they keep away the local artists and 
they won’t even invite them to the exhibition openings for the APT or anything. So we just created 
our own. I think it was the year, 2003, actually I don’t know which year it was, but they only 
featured one Aboriginal artist, which just wouldn’t happen in other countries. And Indigenous artists 
would be held up and celebrated, but in that one year they only had one Aboriginal artist and you 
know they weren’t engaging with the local community [Aboriginal]. So we did our own and it was 
really successful. It was an online exhibition plus we were just around the corner from the big 
gallery, so we had our own. And at that stage, that was when they were charging $85 or something 
for people to go to their parties and you had to be invited as well, so it was a two tiered approach. 
So we just had everybody else. It was a big celebration. We had a lot of blackfellas turn up and do 
ad hoc performances and that as well because they wanted to be a part of it, and it was a good vibe. 
And then we took that same show to the Tjibaou Cultural Centre, which is in Noumea; New 
Caledonia. We took the whole show, it was about 30 artists’ work and then we took about six people 
as well to do some performances and stuff. Then the second one, I felt burnt out from it so I only 
did it on line. Also because I wanted a break from applying for funding and stuff. So this time 
because I had a break it would be good to do another proper one, and this time I wanted to do it in 
Cairns because Cairns is like the poor cousin that gets ignored but really we already the Asia 
Pacific. Especially in places like Cairns where there’s a lot of Polynesian people and a high 
population of islanders and Aboriginal people who have lived here for time and memorial and a lot 
of Asian people as well. But we didn’t get funding. 
Research Question: 37. There’s an annual Indigenous festival up there once a year? 
Participant A response: 37
Yeah, that happens but they also have a tendency to ignore local artists, so we had our own show for 
that C.I.A.F [Cairns Indigenous Arts Festival] in the fourth one as well, which was called, Love 
Local Murri. 
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Research Question: 38. In another one of your statements you’ve said, “effective Indigenous activist 
all around the world are less interested in complaining and more interested in devising strategy to 
deal with issues at hand”. That sounds like what you are doing. Could you speak to me about that 
statement a bit more?
Participant A response: 38
That manifesto that you read from that I put in this year’s Other APT writing section is based 
mainly based on the first APT but mainly explains what the Other APT is about. The expression is 
get creative instead of, activists they’re over complaining so they just say, “well what are you gonna 
do about it”. Thats what people need to think about for themselves, how do you solve your own 
problems instead of waiting to be saved by someone, what can we do to get the message out there 
and communicate with people we need to. 
Research Question: 39. The work that I’m referring to as the Montage Game Show, the one that you 
did with the archival material. 
Participant A response: 39
It wasn’t archival material, they were blockbuster films. 
Research Question: 40. O.K., new blockbuster films? 
Participant A response: 40
Yeah common films that everyone knows about. Zoolander and Undercover Brother and there were 
some serious ones as well like Deadman with Johnny Depp. 
Research Question: 41. When your making those decisions of what pieces of film to use and what 
pieces not to use, what was the driving motivation in your selection process? What was the criteria 
you that were looking at when you were looking at that archival material?
Participant A response: 41
I put a lot of thought into it, I think I thought about at least three years before I started making it. 
Because I did media studies at uni, I watch films like that all the time. When I’m watching it, I think 
that interesting, that’s a comment about colonisation to do with whatever subject matter. In the end 
my final decisions. Because I had so many, like I’m doing a second series to that film but this time 
its gonna be called name that beach movie. So this time the whole series is based around beach 
movies and I’ve got a box full of them; I’ve got all the Australian movies like Coolangatta Gold 
and Puberty Blues and all that. And then I’ve got Surf Nazis Must Die and Psycho Beach Party and 
other serious ones as well like Shipwrecked. So I’ve got so many, which gets a bit overwhelming. 
Once I take notes, because I like to create a storyboard with the screening as well. I use a bit of the 
script and a visual and I pretend that I’m gonna make the film. That makes it a lot easier. I usually 
use a description word, like a “tion” word like transportation or fascination whatever the word is. 
And then I try; because its a storyboard, I try and create a time line. So I like to work with the nine 
9 because it just looks visually good, 3 by 3. And then I try and start from the beginning of 
colonisation and end up at the end which was the Lord of the Rings Movie, the first one. I can’t 
remember the title of the film. At the end they say, “you must unite or you will fail”. So basically 
they are talking about assimilation. And if you actually look at the group of world leaders sitting 
around talking, none of them are black or brown. They’re all white pixies or something. If you look 
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at that film a lot of the Maori actors, they were playing monsters, they were just running around like 
derelicts, like in the bush like swamp people or something. There was no dignity in it for them. 
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TRANSCRIPT OF INTERVIEW WITH PARTICIPANT B
SKYPE ™ INTERVIEW: 28TH MARCH, 2013.
Research Question: 1. In your own words, could you give me a brief outline of your journey as a 
woman filmmaker of colour so far. Something that made you drift into that genre and that particular 
creative expression. 
Participant B response: 1 
 I think a moment of madness because basically why I went into filmmaking because basically I’m 
a visual person. I’m driven by the visual and by storytelling and the moving image as opposed to 
still photography. And there were certain stories that I thought weren’t being told, or being told 
from a subjective perspective from a woman of colour position or a queer person of colour 
positioning, which is why I really became a filmmaker.
Research Question: 2. And so when you say storytelling, what does storytelling mean for you? How 
would you describe storytelling?
Participant B response: 2
2. Storytelling is being able to engage people in an immersive experience for whatever period of 
time that your film is. So even though sometimes I use a more experimental form of filmmaking, I 
still try to engage the audience in some way which they are carried along by the story. And I say 
story rather than narrative, because narrative is a bit more formal. So that they have some way of 
engaging in it. They know its going to go somewhere. They don’t know where it’s going to go, but 
they know they know its going to go somewhere and there’s some sort of catharsis by the end of it. 
Research Question: 3. What makes your work experimental?
Participant B response: 3
Well, not all my work is experimental. [Name withheld] (2007) is [Name withheld] (2006) is. And 
they were that particular format because it didn’t particularly want to be locked into documentary or 
fictional narrative filmmaking forms, in which I had been because I had been working in TV for a 
number of years. And I just wanted to free myself from being locked down by the three act structure 
I suppose and also form. 
Research Question: 4. So that’s given you a sense of freedom. Is that the creative style of the way the 
story is told, or perhaps all.
Participant B response: 4
I think in the way the story is told. In aesthetic all of my films are what I would say really trying to 
subvert what Laura Mulvey would call the male gaze. So in the construction, maybe the camera 
angles I consciously try to subvert that.
Research Question: 5. Would you also look at a colonial gaze or an ethnographic gaze within that 
as well?
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Participant B response: 5
I think that’s part of what it [colonial gaze or an ethnographic gaze] is too. You know that 
necessarily becomes part of it because I’m like most people of colour are from a post colonial 
context in a way. Whether we’re born in the West or we’re born in former colonised countries. I 
don’t you if you’ve heard of Third Cinema?
Research Question: 6. Yes
Participant B response: 6
I did this extended interview. It was a chapter in a book in which I posited that there should be 
Third Queer Cinema, which is Third Cinema queered because when we speak about the post-
colonial and offering another kind of gaze it’s usually very male and very straight, I think, anyway. 
So in my work, I always try to queer it.
Research Question: 7. Queering up that gaze, to do so, are you using a creative expression to do 
that or are you mainly looking at the construction of your shots? How are you engaging that 
[Queering process].
Participant B response: 7 
It’s [queering up the gaze] to do with the kinds of stories but also the perspective of the stories so in 
a way [Name withheld] (2007) could not have been done by anyone except a queer person of 
colour. And, if you see the film you’ll see that. [Name withheld] (1993) could not have been done 
by anybody but a queer person of colour. So in a way, anybody can tell these stories, but it’s in the 
construction and the perspective and a certain kind of rhythm and the positioning of the subject and 
the gaze and, also access to certain kinds of bodies are only possible if we are making those films, I 
think anyway. 
Research Question: 8. Placing yourself into the film [Name withheld] (2007)] and subject and 
subjectivity is a really interesting idea. Could you speak to me about how you came to the idea of 
using yourself to tell that story and I’m assuming its your mother in the film? 
Participant B response: 8
It really is my mother and it really is me. My mother’s like my muse in a way because when I think 
about storytelling and the oral African tradition, she instilled that to me from a very young age. 
She’s a great storyteller actually, but also she’s very knowledgeable so when I’m doing my films, I 
often speak to her about them because she’s very well read. But she knows a lot about Caribbean 
traditions as well. So she’s very well read in terms of classics; in terms of Eurocentric and European 
classics, but she also knows about the Caribbean.
Research Question: 9. What was interesting [in the film] is the dancing on the beach and the 
ceremony. My mother’s Ghanaian. She remembers the same ceremonies in Cape Coast in Ghana 
when she was a child and the Matta Watti, which was the female water spirit calling the Ancestors 
back from the trans-Atlantic slave route. So it was really interesting the parallels across the 
diaspora. How you found similar comments about these stories?
Participant B response: 9
That’s so powerful. That really moves me because in a way [Name withheld] is a very spiritual film. 
In the beginning of the film I call my Ancestors down. My mother pours a libation on the beach. In 
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a way the film is about ancestry, but not in a kind of like; “Oh our Ancestors were so wonderful,” 
but to look at where we are now as people in the diaspora, particularly in what’s called “the new 
world”  where we were slaves on the land and our ancestry’s complicated because of slavery. All of 
us will have some European ancestry, African, maybe native American and some South East Asian 
as well. So our ancestry is quite complicated and the psychology because of our ancestry is 
complicated. There was lots of abuse as well. That’s all in our bodies and in our minds and I wanted 
to kind of deconstruct that in a simple way that people could feel it rather than think it. 
Research Question: 10. In the film, bathing with the Dettol™ [antiseptic] and the issues of body as 
a result of the male abuse through the years. It was like watching my mother and some of the same 
rituals. And here I am in Australia. Fascinating. Absolutely fascinating.
Participant B response: 10 
There is a high incidence of bacterial vaginosis amongst African descent women in Latin America, 
Caribbean and the United States of America. Think about it. And its because people are using harsh 
chemicals to wash their genitalia.
Research Question: 11 And in doing so, how I interpret that is washing away the grief, washing 
away the abuse.
Participant B response:11 
This learned behaviour that’s passed down generations after generations, and we do things without 
question. Doctors know about this phenomena, actually. It was medical reports that I read. So many 
things remain in our bodies even though we are not aware of why they are there. 
Research Question: 12. What are the principles that have guided your life and influenced your 
work?
Participant B response:12 
I think my parents really because they are incredible, wonder, open, political people. From a very 
young age it was demanded that I question things. It was demanded that I found things out for 
myself. They demanded this of me. But the main thing is that they allowed me to be myself and to 
explore who I was.
Research Question: 13. So that freedom of exploration, do you that has influenced your work as 
well; your creative practice?
Participant B response:13. 
Yes. In a way it has because I suppose when you look at my work, I think, it [the creative practice] 
is grounded in some kind of humanity. Even though I might use female subjectivity or queer body 
subjectivity. There is a way in which, and I don’t know somehow I kind of manage it, that people 
who are not queer or female or of colour relate to it. Do you see what I’m saying?
Research Question: 14. Yes, there is a universality in the storytelling because it has an emotional 
connection that goes beyond genre so people connect with stories. Especially if stories have a 
spiritual, and I’m not talking religious, but some sort of universal spirit in them that communicates 
with people on some level.
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Participant B response: 14
I think so, and so I am always astounded but then usually I try in my films, I guess my guiding 
principle is to not exclude people. But, invite people into a world they know nothing about. And, I 
am not assuming because you’re of colour you will know the world. I am not assuming because 
you’re queer you will know the world even though they might deal with those sorts of subjects. So 
it allows access to people who aren’t queer or who aren’t of colour. 
Research Question: 15. So that sounds like that is what becomes your major inspiration in your 
creative practice or is it something else that’s inspiring you? 
Participant B response: 15
London. A few days ago Chinua Achebe died; his book’s All Things Fall Apart (1958) and I think 
the world is falling apart. In some kinds of way patriarchy is trying to tighten its grip but its a 
desperate grip. Capitalism is trying to tighten its grip but its a desperate grip. Look at the banks, 
look at Cyprus, look at Athens. I think it’s a real time of flux plus we have digital technology and so 
I think it’s quite an exciting time to be able to tell stories that may not be from dominant paradigms. 
Research Question: 16. And the old empire seems to be falling apart?
Participant B response: 16
Yes but you know the way I look it, is that the old empire was based on air, it was based on 
exploitation of colonies. Things were built, not because it was so great but because it was built on 
free labour and suppression and brutality. So when all that was removed, you kind of wonder how 
long that could be sustained, to be honest with you.
Research Question: 17. Is there anything else that film offers you that perhaps other creative 
practices do not? And is there another else, if you could not do film, how else would you express the 
creative urges that you have?
Participant B response: 17
The advantage of film is that you hear people’s voices, you see sounds. And I am very interested in 
how people speak. I’m interested in people’s body language. When I’m being whipped in [Name 
withheld] (2007), that’s my mother dressed as a man whipping me. So she’s representing the 
overseer who does the master’s bidding in that slave system. But in the end when she says, “walk 
good”, we see her, we hear her speaking Jamaican Patwah. To me that’s very important. One to see 
an older black woman. We don’t really see that sort of person in moving image except maybe as a 
victim. I wanted to make sure my mother was in an empowered position and a powerful position. 
And just music. I use Mahalia Jackson’s music in the film. Mahalia Jackson was a gosphel singer in 
the early 1950s 1960s so that’s part of our legacy as well. History of women singing these hymms 
in churches.
Research Question: 18. Also, Mahalia Jackson was a strong political figure with Dr Martin Luther 
King. Was that a part of the reason why you selected her over Abbey Lincoln or other singers of that 
period?
Participant B response: 18 
I just like her music. Every time I hear her or I see her. She was a dark skinned black woman, she 
reminded me of my grandmother in a sort of way. So it’s like when she’s singing, she doesn’t care 
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how she looks, she’s a big bodied woman; there is something about her music that really touches 
me so I used it in that. And you can’t really do that in photographs in the same way. Of course 
photographs have their own narrative and everything, but sound is really important to me. Sound 
and music are really important to me. You’ll find in all my films that layering. I think that’s part of 
African storytelling. We don’t just use the voice, we use music, we use drumming, gesture. And 
different accents. Hearing somebody Ghanaian or somebody Nigerian as opposed to somebody 
Trinadadian or Jamaican. Those things mean something. We don’t very often hear those voices, 
anywhere, except in a familiar way, maybe.
Research Question: 19. Except with family reunions?
Participant B response: 19. 
That’s what I mean. So I want to take that [sound and accents and culture] out of the family and put 
it up there.
Research Question: 20. I’m feeling by writing and creating queer film works you are really forging 
ahead bringing up sexuality in the community, which is often not spoken about. Could you speak to 
me a little about that? 
Participant B response: 20
It’s a very tricky one. I think we are being fed a narrative about ourselves that may or may not be 
true, we don’t know because we no longer speak to each other as people of colour directly. We 
might speak through the medium or the internet, but not eye to eye directly. It’s just a story. I was 
invited to show [Name withheld] (2007) for an organisation called Nubi Arts, which is run by Kimsi 
Abdula, an amazing curator. She brings together loads of different people, so people might never be 
in an art context and the particular screening had loads of men and women who were predominantly  
Islamic. Some people were dressed in traditional hijab, other people in traditional African clothes 
and your usual hipster arty performance people, as well. So that was the mixture, it was amazing. 
And when I was there it was like, “Oh my God, this is really scary,” I’m showing this queer weird 
art film and I’m taking off my clothes and my mother’s whipping me. I was slightly freaking out 
really. And when the film ended they were just cheering and they said how wonderful it was and 
they were asking really intelligent questions. And I thought its really interesting how I was 
questioning my thought processes around the fear of myself as ‘Other’ within an ‘Othered’ context. 
Really questioning why I was afraid, what was my belief system, where did I get that belief system 
from and being quite surprised that I was afraid of people who looked like me in terms of queer 
content. 
Research Question: 21. Do you think that response is coming because people in London are 
exposed to such diversity in culture or were your thoughts just assumptions of what an audience 
could be and realised that the story transcended to reach them on other levels?
Participant B response: 21
I think we are being fed a divide and conquer. I think we have to be careful that we are using 
dominant Eurocentric notions of sexuality to talk about homosexuality or bisexuality; very Western 
words; within our contexts. And I’m not saying homophobia doesn’t exist or transphobia but I don’t 
think we’ve actually cracked open a way of talking to each other across continents in a viable way, 
right now. And we’re using language; Nelson Mandala said when you speak to somebody in a 
language they hear you, when you speak to them in their language they feel you, or something like 
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that. I was kind of struck by that quote because we are speaking to people in the West language to 
talk to people in global South about sexuality who have their own language. We don’t know what it 
is, because even in the global South they are using Western language because they’ve been 
colonised, because their religion has come from somewhere else. We don’t know who we are. We 
know who we’ve been made to be. 
Research Question: 22. And that language can also express itself in body language and in gesture. 
Right across that whole process of what it is to communicate with somebody has been jumbled in so 
many ways. 
Participant B response: 22
Yes, yes, yes. 
Research Question: 23. So much is said in silence.
Participant B response: 23
Exactly, and the thing about body language is really important because, I didn’t have so much in 
[Name withheld] (2007) although I’d love to have done more, just speaking in terms of West 
African diaspora because I think its very different in East Africa. You know like West Africa, like 
Nigeria, Congo, Ghana, you know the Gold Coast around there; when you see people laugh, we do 
the same things, the same way. You know that laughing, the shaking the head, the clapping the 
hands. The cut-tie we do that. You know what I mean? There’s some things they couldn’t beat out of 
us. They could not beat out of us. We kept it in our bodies. 
Research Question: 24. What strikes me about your work is the universality, that beautiful idea that 
no matter what has happened they can’t take that culture hasn’t been struck out of Caribbean 
people. 
Participant B response: 24
No it hasn’t. I’m always fascinated by it when I see West African people and the ways that they 
move or laugh. Certain things that they do, like you point your finger to your eye and you drag it 
down. You see that in Jamaica. And my producer’s Nigerian [Stella Nwimo] and she said we do that 
too. It’s like “Oh my God I can’t believe it”, its little gestures, little gutterals, these things we kept 
for four hundred years when the owners and colonisers didn’t know we kept them because they 
were kind of under the radar. I’m always interested in that under the radar stuff. That’s our secret. I 
bring that out because that is us, that is truly us.
Research Question: 25. What I’m sensing is there is a great passion to tell stories that are important 
perspectives for yourself, but there is a sense of broader responsibility. Do you see yourself as being 
culturally responsible or do you have a sense of cultural responsibility?
Participant B response: 25
No. I don’t have that burden of representation. And like I say don’ t look to me for saintly images or  
I’m not going to perpetuate the kind of bourgeois normative stuff. I have no interest in that. So I’m 
not the really the person to look to films about lawyers or whatever. I try to show complexity and 
try to show that we’re all flawed. None of us are perfect. And, so I describe my films as shining a 
torch in a dusty corner of a room. The bit that’s swept away or ignored. So that’s what I do in my 
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work. It’s not to say that I do give very clear thought and research to the things that I do. But, I’m 
not gonna be that person who has these super rinsed out clean characters in a film. 
Research Question: 26. How do you re-tell or re-imagine past histories, and how do you express 
these past legacies in your work in terms of the craft and the creative process manifests in some 
way into the moving picture?
Participant B response: 26
I usually create stuff. That’s how I do it. Our culture if it has been documented, its usually for 
medical or ethnographic reasons, and so I’m quite wary of using found footage or things like that so 
I recreate my footage like in [Name withheld] (1994) ; I re-created the Harlem renaissance scenario, 
in [Name withheld] (2007) I re-created being on a plantation with my mother. 
Research Question:27. Keeping away from archival material and re-creating the story. What’s that 
giving you?
Participant B response: 27
It’s giving me power and it also means that I’m not paying some white institution to get images of 
my Ancestors. Because in essence they own it and I’m just like, you what. “No,” and I think, “I’ll 
make my own thank you.” And I’m not as clever as probably Tracey [Moffatt] because Tracey’s 
really experienced and really skilled at that. I’m not that clever of subverting dominant forms, but I 
do ‘steal’ dominant forms and creatively subvert them in my work. Like in [Name withheld] (2007) 
I used imagery from advertising, movies, from mythology to create images of queer femininity. 
Research Question: 28. In this process of putting these pieces together, what would be the main 
tensions and creative issues that you experience in making your work?
Participant B response: 28
It is hard, but the hardest thing is getting to pay people. I think, you know, for me that is more and 
more problematic, in which the people who consistently get paid are ‘white men’ and everybody 
else does stuff for free in a kind of way. And I’m finding that more and more problematic. It’s like 
how do we have agency in our work but also to be able to be financially viable. And is that only 
certain kind of stories are financially viable? What does that mean for us as consumers? What does 
that mean for us as makers of the material. I think we as a diasporic people need to ask ourselves 
very hard questions about that. 
Research Question: 29. So what would one of those questions be if you could ask another diaspora 
filmmaker?
Participant B response: 29
I would say, “Where do you get your dosh from to make your work?” I think a lot of people are 
academics. People get money from some sort of grant and things like that. But, actual finance which 
is through investors, I’m becoming more interested in that because I’m making more narrative 
features. My last film was [Name withheld] (2012) and that’s a narrative feature.
Research Question: 30. How are you funding the distribution of your work?
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Participant B response: 30
The distribution of [Name withheld] (2012) has been good actually, which is interesting. I think  
distribution of feature films is less problematic than shorts, which [Name withheld] (2007) is and all 
my other work, unless an institution is going to buy it. [Name withheld] (2012) is out in the 
universe; it’s distributed by Wolfe in America and they’re very, very good in the market, Busk Films 
who have the non-exclusive world rights and then there’s Peccadillo Pictures [U.K. Distribution] 
who’ve got it in the U.K. so I’ve been fortunate and blessed that my film has been seen in film 
festivals. In fact, all my films have been seen in film festivals and that they have been picked up for 
distribution.
Research Question: 31. So that is the vehicle for distribution for you is essentially the smaller film 
festivals and the specialised film festivals?
Participant B response: 31
Yes, and galleries. [Name withheld] (2006) was shown in galleries, [Name withheld] (2007) in film 
festivals, [Name withheld] (2012) I mean it’s just taken in a massive way for film festivals as well 
as also being distributed. 
Research Question: 32. What continues to motivate you in your creative practice?
Participant B response: 32
Well it certainly isn’t money. I think what continues to motivate me is that I’m very passionate 
about filmmaking. I’m passionate about working with actors. And I’m passionate about telling 
certain kinds of stories. And I really want to be able to present those stories and I really want to be 
able to present them in the most aesthetically pleasing and entertaining way, enough though the 
subject matter might be challenging. 
Research Question: 33. Is there anything else that you want to achieve in general or accomplish in 
your creative practice?
Participant B response: 33
I’d like to be able to work on a film that was fully financed. I don’t have to worry about scraping 
together money while making it. If that was the least of my worries, I would say. 
Research Question: 34. What advise could you give young women filmmakers coming through or 
wanting to pursue their practice.
Participant B response: 34
On my website I have a radical film manifesto and that was written as a way of inspiring anybody 
who wanted to start out making films. I would say, “tell your story, don’t be afraid, take the risk”. 
“Just do it”. Don’t wait for somebody to be coming to you to ask you, it’s just not gonna happen. 
Just do it. Go out there and make an impact and get the support that you have around you. 
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TRANSCRIPT OF INTERVIEW WITH PARTICIPANT C
SKYPE ™ INTERVIEW: 24TH FEBRUARY, 2013.
Research Question: 1. Ok so the first question is, I’m just kind of wondering if you could you give 
me in your own way a brief outline of your journey as a filmmaker; what encouraged you to come 
to film?
Participant C response: 1. 
Well I think you know for me it seems like there are two strands, the is a strand which is your 
images, childhood images and moving from country to country and being intrigued by their people, 
and places and kind of feeling like an outsider/insider; and there’s also what I recognise as an adult 
looking back which is that my father shot super 8 films of us as kids I only realise must have 
influenced me in some way in cinema. So I think those two. When I’m asked like in Q&A [question 
and answer media sessions] I know something does come up, which is like ah frustration of having 
to describe where you live. Think that’s a part of the reason why I got into media was to find the 
tools to paint pictures to reveal where I live cos the photographs didn’t seem to work.
Research Question: 2. I understand that sense of where you live, inside/outside. How would you 
define that sense of inside outside, perhaps you could elaborate on that idea?
Participant C response: 2. 
I think living my place of birth at four, there were key memories there and living in a country where 
you are far from that, that’s Kenya so you are foreign, you are always being a foreigner. And then 
traveling to England where you’re visibly a foreigner. Where there’s always been that sense of.. 
yeah , that sense of not from here but you live here. I think that always gives you a kind of dual 
perspective really.
Research Question: 3. So if we looked at general principles that have guided you through your life 
and influencing your work, are there any particular ones that come to mind?
Participant C response: 3.
I think probably growing up, which a lot of people of colour would probably resonant with are you 
are growing up in a world where the media perpetuates stereotypes for whatever motivation. I think 
as an artist filmmaker I feel the need to trying get out of that and deal with complexities of my 
world as I see it, of the world where I have lived, so yeah, I breaking stereotypes in terms of 
creating something broader. Making something I feel is more honest, of course that’s only my 
perspective, somebody else may not feel the same. And to go deeper because, yeah, I guess I put it 
like that. 
Research Question: 4. So, looking at those ideas, the major inspiration for that creative practice is 
interesting as well, its interesting wanting to break these stereotypes down. But why creative 
practice? How is that serving yo more than say, attempting to break them down through another 
avenue such as politics or writing or discussions?
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Participant C response: 4
Well actually if I just go back a bit, its not even just stereotypes; its more. I always wanted to create 
work that people can relate to on a very personal level. And maybe that’s a result of breaking 
stereotypes cos you got to go beneath the surface so what I’m hoping is that whatever I produce, 
one can say, “oh that could be me,” or “that could be my brother”, or “that could be my sister, that 
could be my mum” and so far I feel that I’m managing to do that to a certain extent from the 
response I get personally at Q & As. But why cinema or the moving image because that’s like you 
know the tool I find I can use and I enjoy using that I was attracted to. Like I always nicked my dad 
through cameras, through his high 8s, whatever I could get my hands on; he would basically 
wouldn’t see it, once he bought it and I would shoot and I would bore my family with my films 
when I was a kid. So that just makes sense to me intuitively, not like something I set out to do.
Research Question: 5. So that film is offering you something else that other creative practices 
cannot?
Participant C response: 5
I think so, and also maybe politics doesn’t interest me to be a politician cos that was the example 
you mentioned but I’m really interested in people, and maybe that’s politicians as well, Maybe the 
beginning of that is anyway.
Research Question: 6. How would you describe the way that you express or tell your stories, 
specifically in your work and look at the community histories?
Participant C response: 6
My sister is the writer of the duo, and mine is making movies so ah. She’d probably be the best to 
ask that question. But I know when we discuss stories or she initiates stories really its curiosity that 
motivates us and in terms of me telling it, we understand that there’s a part of it that is definitely us 
or her immersed in the stories that we tell. About bringing a fresh eye to it, which I think is the core 
reason because I don’t think one has to just replicate the past if you are doing and historical piece 
which our next project will be, its set in 1962; 1961 to 1962. And I’m sure there’s going to be a 
large part of that, that’s our own imaginings of that period, and I think that’s ok, and I think that’s 
probably the magic one can add as a filmmaker or writer. And then its heavily researched and based 
in truth and reality. That’s important as well if you are doing an historical piece. 
Research Question: 7. Is there a sense of cultural responsibility in that or is this a personal journey 
that you and your sister are making here?
Participant C response: 7
Definitely there a part that you want to at least for us one feels. First of all we’re interested telling 
stories from our country of birth; we’re interested in telling stories from where ever we travel to and 
experienced. The responsibility is there because, well we don’t place it on every film maker of 
colour, but we do feel a sense of responsibility to create stories that take us in a more positive 
direction. Doesn’t mean that they have to be positive stories necessarily, not showing any 
negatively, but, I know, I think, there are enough films that do not represent positive images, and 
there are enough films out there so why add to it. It doesn’t feel, it doesn’t make sense for us to do 
that. But, of course its only our perspective. Somebody else might watch the work and say 
something else so.
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Research Question: 8. So that becomes interesting because the audience that’s watching the work 
has different ways of reading the story, especially when we look at the objects in the story, the 
music, the drumming, what that means to one community and different senses of humour, African 
humour especially. In this process of making these stories and putting these together, are there any 
particular creative issues that come up in the process of putting the stories together? 
Participant C response: 8. I haven’t encounter that so far.
Research Question: 9. If you are looking at what you want to accomplish or still accomplish in your 
work, what would it be?
Participant C response: 9
9. I think to continue making films, moving images that haven’t been seen before, in a sense that 
break now ground, challenge and somehow inspire. With my sister, with others, collaborating with 
others as well. And I think its important to make a descent living out of it as well. Even if I’m not 
targeting necessarily mainstream. But, you know, I don’t you have to be mainstream to make a 
descent living. So that’s the plan. 
Research Question: 10 So if you are giving some advice to emerging filmmakers wanting to travel a 
similar journey; if you could look back at yourself what would you advise yourself to do starting 
out?
Participant C response:10
I think start as soon as you can and work on what interests you as well as work on anything that’s 
available to learn. I started as a runner even though I’d finished Uni. And practice a lot. That’s 
really important. But I think for me fundamentally what I really enjoy on the right track is making 
work interests you. And then others are interested that’s great. I try not to look at the audience first. 
I look at what interests me or what interests whom I’m working with, and me and I go from there. 
Research Question: 11. Are there any other tensions that you feel comes into your process of 
creativity when you’re working?
Participant C response:
11. Well I think there’s no national funding for film at the moment in Uganda. There never has been 
as far as I know, but, we’re optimistic. I think access to funding is a biggest issue because if we did 
have access to funding it would be easier to tell our stories. In a sense as filmmakers from the 
continent haven’t convinced producers outside of our experience that our stories are worth telling is 
kind of like a double challenge. It doesn’t mean its not possible it just means that there’s, you know, 
there’s a little bit of a challenge in that sense. But one can’t let that stop you and one can’t look at 
that barrier and not do anything so we’re still gonna get stories made, its just sometimes it does get 
a little frustrating because one has to convince somebody that your story’s worth telling. And I feel 
like if we had funding it would be dealing with people with understanding, possibly, where you’re 
coming from or at least feel that your projects are valued because they come from the same place or 
the same geographical location. But there’s no guarantee either. We could have a funding body who 
doesn’t think our stories are worth doing anyway. And so we definitely continue and just get 
through these challenges. 
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Research Question: 12. Do you have to deal with, for example, in West Africa in Ghana and 
especially Nigeria the Nollywood direction where people are tending to wanting to watch the 
Afrocentric soap operas more than film?
Participant C response:
12. Yes, definitely its happening in Uganda. Its a big part of the market actually and I would be 
interested to know why its being promoted in a sense, and I don’t think its only a national level, I 
think its on an international interest in keeping those kind of film alive. But I do feel like as an 
audience, one should be able to watch as many different kinds of genres and filmmaking and that’s 
definitely an important one. It’s not necessarily my thing. But I can’t say that it shouldn’t be there. 
It should have a space like tele-novellas, like you know, soap operas of any other country or region. 
Research Question: 13 Getting your work seen in Europe, what are the tensions that you experience 
in getting your work out there? Is it a supportive environment or is it difficult?
Participant C response:
13. It is definitely a supportive environment. Just a couple of days ago we had a screening in the 
U.K. TV for the first time. A channel which runs on Sky, another network and so of course the issue 
is always distribution for any filmmaker. So because the first film was made pretty much outside of 
the system, its not easy for somebody to access the film as you found. Which of course is a pity 
because I’d love more people to watch it. But you have distributors, but in terms of everybody 
getting hold of it, its not the same as someone Amazon etc. So these are the things you know as a 
filmmaker you hope you make better choices on your future projects when you understand the 
system a bit more so. That’s enough said about that. There is a thirst, there is an interest 
unfortunately there is an assumption maybe in the mainstream that they’re different or too quirky 
they won’t get I, but I think that’s slightly pessimistic. 
xl
CERTIFICATE OF ETHICAL CLEARANCE
 
 
University Human Research Ethics Committee
HUMAN ETHICS APPROVAL CERTIFICATE
NHMRC Registered Committee Number EC00171
Date of Issue: 1/2/13 (supersedes all previously issued certificates)
Ms Pauline Casely-HayfordDear
A UHREC should clearly communicate its decisions about a research proposal to the researcher and the final 
decision to approve or reject a proposal should be communicated to the researcher in writing.  This Approval 
Certificate serves as your written notice that the proposal has met the requirements of the National Statement on 
Research involving Human Participation and has been approved on that basis.  You are therefore authorised to 
commence activities as outlined in your proposal application, subject to any specific and standard conditions        
detailed in this document.
Within this Approval Certificate are:
                    * Project Details
                    * Participant Details
                    * Conditions of Approval (Specific and Standard)
Researchers should report to the UHREC, via the Research Ethics Coordinator, events that might affect continued 
ethical acceptability of the project, including, but not limited to:
(a) serious or unexpected adverse effects on participants; and
(b) proposed significant changes in the conduct, the participant profile or the risks of the 
       proposed research.
Further information regarding your ongoing obligations regarding human based research can be found via the 
Research Ethics website http://www.research.qut.edu.au/ethics/ or by contacting the Research Ethics Coordinator 
on 07 3138 2091 or ethicscontact@qut.edu.au
If any details within this Approval Certificate are incorrect please advise the Research Ethics Unit within 10 days of 
receipt of this certificate.
Project Details
Category of Approval:
Approved From: 24/01/2016
Approval Number: 1200000723
Human non-HREC
Project Title:
Approved Until:24/01/2013 (subject to annual reports)
Adaptation and translocation of oral story into creative media format
Experiment Summary: Expore the way experimental films are made and inspired by stories from the 
community.
Chief Investigator: Ms Pauline Casely-Hayford
Investigator Details
Other Staff/Students:
Investigator Name Type Role
Dr Susan Carson Internal Supervisor
Dr Victoria Garnons-Williams Internal Supervisor
Dr Julie McLaughlin Internal Supervisor
Participant Details
Participants:
Approximately 5
Location/s of the Work:
QUT
RM Report No. E801 Version 4 Page 1 of 2
xli
APPENDIX 3: EXHIBITION FLOOR PLAN
xlii
APPENDIX 4
ADINKRA SYMBOLS
TRANSLATIONS OF ANCESTOR PANEL OF CONFIDENTIAL DESPATCH
Appendix - Adrinka Story 
symbol Name Brief Description - [within context of protocol of disclosure]
)hene aniwa the kings eyes see all - watch out for dubious people and actions - be vigilant and wary 
epa handcuffs - symbol of slavery and captivity
kintinkantan arrogance and extravagance of pompous people, disregarding the lives of people.
fofoϑ jealousy, greed, hate, proverb - Sεnea fofoϑ pε ne sεgyinantwi aba bedie’ what the plant 
‘fofo’ wishes is that ‘gyinantwi’ seeds turns black. signifiying jealousy, greed, hatred, 
covetousness
hye wonhye “Burn, you do not burn.” capable of dealing with of pain and difficulties, having endurance 
to cope with suffering.
wawa aba hardiness - wawa seed - yet softness within, encourages persistence in adversity while 
retaining character and gentleness
ϑwϑ  foro 
adobε 
diligence, prudence and steadfastness, the snake climbs the raffia palm, be persistent
owou 
arwedeε
Mortality, death, ladder;  climbing the ladder of death. People must be modest as death 
does not respect people. Affirming the Ancestors’ existence
aya defiance and endurance, life can be uncertain and challenging, learn to be self-reliant
nkyukym twisting - turn around life - versatility, endure hard ties, discipline yet remain able to be 
dynamic
denkyeme adaptability, crocodile, adapt to changes in life, accept actions and situations that are 
beyond one’s control
dame dame intelligence and problem solving thoughtfully 
mmaka 
krado
the law and padlock - justice and authority 
kramo bϑne concealing and deception, hypocrisy.
sεpo freedom of speech, not speech making that creates chaos or strife 
nyame nnwu 
mawu
“God does not, - for me to die” if God cannot die neither can I, the symbol of life with the 
Ancestors in “perpetual existence”.
sankofa the wisdom comes from learning from the past that contributes to creating a future, value 
culture and traditions, positive reversion
funtunfunef
u
the unity from cultural diversity - promotes “oneness” of humanity while recognising and 
respecting diversity. Reject tribalism
sumsum spirituality - the soul  - spirituality must be inherent in life and practiced through prayer, 
libation to Gye Name and sacrifice of self
gye nyame “except God” the creator is omnipresent and supreme
 Symbols ϑ  & ε represents the shape of Akim language to indicate a pronunciation
Reference - Agbo, A. 1999. Values of Adinka Symbols, Kumasi, Ghana: Ebony Designs and Publications
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APPENDIX 5: TRANSLATION OF AKOSUA DREAMING TESTIMONY
Please note that in line with cultural protocol, the conversations between myself and Akosua 
Agriman were not allowed to be recorded or transcribed. However, I was permitted to provide this 
brief translation of her legacy narrative.
Akwaaba, akwaaba, akwaaba, welcome to everybody, welcome. As you know our people are still 
suffering from the memories of what happened to our ancestors. And we now have possession of 
our own country. But it has left behind a mark of pain from colonialism. Therefore, we have to put 
it aside and heal the past. But the past can only be healed by going there and coming forward, and 
understanding the stories and the pain of our people. Look after yourselves if you are in this 
country. And look after your children because ‘white’ people are different from us and they have a 
different ‘spirit’. And, they have no ‘dreaming ’[‘Ebe dremmo’’]. But, if you realise you cannot 
change them, then you learn to work with them. Be together, look after your children, be happy. 
(Agiman, 2013).
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APPENDIX 6: TRANSCRIPT OF FIRMINGER SCANDAL, 1890
Governor Sir Frederick Mitchell Hodgson, Firminger's Mission Confidential Despatch to Secretary 
of State 17 Feb 1890
In connection with my Despatch no. 49 of even date, reporting upon Mr. Firminger's 
allegation with regard to the existence of slavery in the Protectorate, that I have been 
informed by Native Officer Ali that Mr. Firminger purchased a Foulah slave girl named 
Fatima from a Moshi slave dealer name Mama Danwana Wurri for £6: 10, when he was in 
Salagha in 1887, and it appears that she lived with him as his mistress until his departure 
from the Coast. He had told Ali that he had wanted a Foulah girl and the latter pointed out 
Fatima to him in a slave market.
It was the sister of this girl, named Aminah, who formed the subject of the case referred to 
the 25th paragraph of Mr Firminger’s letter to the Under Secretary of State of 30 April last.
 
If Mr. Firminger were really sincere in his abhorrence of slavery, he would hardly, in my 
opinion, have set such an example to the Haussas under his command when in charge of a 
most important and delicate mission from this government to the interior. 
Governor Brandford Griffith - Firmingar Scandal - Admin 47/p 129 12 February, 1891 
Confidential to Secretary of State. 
It appears to be sufficiently clear that Mr Firminger did procure a slave girl when in Salagah 
for his own purposes through Ali and that she accompanied him to the coast…
That in the instructions given to Mr Firminger for his guidance in procuring recruits for the 
Constabulary at Salagah he was specially cautioned ‘to avoid any action which may have 
the slightest tendency to create in the native mind an impression that your action may by any 
possibility be regarded as purchasing recruits and thereby encouraging the sale of slaves 
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APPENDIX 7: CURRICULUM VITAE - RECENT CREATIVE PROJECTS
Experimental Film Screenings and Projects
2014: Confidential Despatch, 8 minutes Experimental film. Official Selection Moving Image 
Forward screened at the International Black Women’s Film Festival, San Francisco, U.S.A. Festival 
Director, Adrienne M. Anderson. 12th December - 20th January, 2014. [producer, director, 
cinematography, soundscape, animation, visual artwork]
2012: Cultural Remix: Sharing the Sacred. 30 minutes Experimental Film and Soundscape. 
Integrated Public Art Program Sunshine Coast Regional Council Gallery.  9th March, 2012 - 9th 
May, 2012 [producer, director, cinematography, soundscape, animation, visual artwork]
2007: Red Hat. 30 minutes Experimental Film/ Documentary. International Playback Theatre 
Festival – Sao Paulo, Brazil. 6th September, 2007; Artsync, Queensland, Australia August, 2007.
[multimedia artist, cinematography photographer and co-director]
2007 Everywhere that Mary Went Experimental Film. International Playback Theatre Festival – Sao 
Paulo, Brazil. 6th September, 2007, Artsync, Queensland, Australia. August, 2007.[director/ 
cinematography / story consultant/ sound artist]
Performance Art 
2013. Beverly Lumpit: Greed is always Greener on the Other Side. International Floating Lands 
Festival - Boreen Point, Queensland, Australia. 2nd June 2013 [performance, new media and 
soundscape]
Soundscape Art
2003: Doll 17. Theatre Performance Sydney Seymour Theatre, N.S.W. Australia. Directed by 
Norman Price. September, 2007. [soundscape artist, multimedia artist, assistant director].
Visual Arts Exhibitions & Projects
2002:  Weaving Worlds in group showing in Urban Blackness Exhibition. Noosa Regional 
Council,Queensland, Australia. October, 2002. [2 x acrylic paintings on canvas, and soundscape].
Creative Writing.
2010 - When Freedom Kissed Her Poetry collection. Brisbane: Laterally Creative
2008 –Jembe the Journey Home - Novel. Brisbane: Laterally Creative
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APPENDIX DVD 1
DEVELOPMENT OF CREATIVE PRACTICE & EXHIBITION
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APPENDIX DVD 2
Sankɔfa Dreaming: SET OF SIX MOVING IMAGE ARTWORKS 
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